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ABSTRACT 
 
THE RHETORIC OF ACHAEMENID ART 
 
 
Burcu Asena 
Master in Graphic Design 
Supervisors: Assist. Prof. Dr. Mahmut Mutman 
Assoc. Prof. Dr. Marie-Henriette Gates 
May, 2002 
 
 
Empires are like humans: they are born, they live and they die... 
 
In the middle of the sixth century B.C. a newly founded empire by the Achaemenid 
Dynasty began to dominate the Near East and its environment, which is known to 
be the treshold of civilization. The conquest of the vast territory was based on 
military power. However to provide the continuum of their rule Achaemenids 
created a new form of art, in their capital city Persepolis, which would be 
recognized and would imply the Achaemenid imperialistic ideology. 
 
In this thesis, the history and art history of the Achaemenid Empire was analyzed 
with modern data and applications in political propaganda, advertising and 
architecture. The analysis was mostly focused on the capital city Persepolis and its 
art works to reveal the parallels between the modern and the archaeological. The 
aim of this thesis is to discuss the unchanging nature of the events taking place in 
history, and human psychology throughout centuries, even millennia: after 2500 
years, we see the same implications to effect people’s psyche. 
 
Keywords: Achaemenid History, Persepolis, Apadana Reliefs, Political Propaganda, 
Benetton Ads, Simulacra, The Notion of Gaze.  
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M.Ö. altıncı yüzyılın ortalarında, Pers Hanedanı tarafından kurulan imparatorluk, 
medeniyetin beşiği olarak bilinen Yakın Doğu’ya ve çevresine hakim olmuştur. Geniş 
topraklar askeri kuvvetle ele geçirilmiştir. Persler, hükümdarlıklarının devamını 
sağlamak için, başkent Persepolis’te, Pers İmparatorluğu’nun ideolojisini 
simgeleyecek yeni ve farklı bir sanat formu yaratmıştır. 
 
 
Bu tezde, Pers İmparatorluğu’nun tarihi ve sanat tarihi, özellikle politik propaganda, 
reklamcılık ve mimari alanında, modern veriler ve uygulamalar temel alınarak 
incelenmiştir. İnceleme, yeni ve arkeolojik arasındaki paralellikleri ortaya çıkarmak 
için başkent Persepolis ve içinde barındırdığı sanat eserlerine odaklıdır. Amaçlanan, 
yüzyıllar, hatta binyıllar içinde olayların ve insan psikolojisinin değişmeyen doğasını 
tartışmaktır: 2500 yıl sonrasında bile insan ruhunu etkilemek için benzer yollara 
başvurulduğunu görmekteyiz. 
 
Anahtar Sözcükler: Pers Tarihi, Persepolis, Apadana Rölyefleri, Politik Propaganda, 
Benetton Reklamları, Bakış Unsuru. 
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1. INTRODUCTION 
 
1.1. Problem 
 
 
 
Human behaviour can be genuinely purposive because only human beings guide 
their  behaviour by a knowledge of what happened before they were born and a 
preconception of what may happen after they are dead; thus only human beings 
find their way by a light that illumines more than the patch of ground they stand 
on (Boorstin, 557). 
 
The founders of the Achaemenid Empire, knew through oral traditions and 
art works that the grounds they own, have been passed over by many 
monarchic powers previously, which all at last came to an end. And they 
began to rule by ending a great power in the Near East, the Babylonians. 
They also knew by heart that their rule would end sooner or later by another 
force that would challenge their domination. Therefore the dwellers of the 
territory conquered should be “pursuaded” to become a volunteer part of the 
Achaemenid empire rather than slaves, who were forced by military power.  
 
Throughout their huge territory there were many different ethnic groups 
having different ways of lives, different origins and most importantly, 
speaking different languages which troubles communication. Negotiation, 
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that is done through communication is a special attribute of human beings 
that both causes peace and struggles in history. In such a complex 
formation, the best way to affect the whole population living under the 
Achaemenid rule was certainly to give the necessary messages through 
figurative art that can easily be understood by any nation. Like the previous 
Near Eastern powers, the Achaemenids created an art form, which would be 
identified through stylistic attributes by the viewer and which would be 
differentiated from its inspirational predecessors through the scene conveyed 
in the art works: unlike the Assyrian, Egyptian etc., examples whose main 
subject were depicting the realm of battle scenes where subjugated nations 
were smitten and enslaved, Achaemenid art was quite peaceful in nature. 
With the experience of the past, the Achaemenids treated the subject people 
in a much different manner in their artworks than their old rivals had done. 
 
The court art of the Achaemenids conveyed a harmonious empire where 
everybody liked each other through their reliefs carved all over their capital 
city Persepolis. This representation was distorting the reality since the empire 
was founded in battle fields as history tells us.  
 
In this thesis, the causes behind the representation of the whole Achaemenid 
empire will be discussed with the help of modern theoretical bias to reveal 
the ancient mentality. 
 
 
 3 
 
1. 2. Scope of the Thesis 
 
In order to make a reliable analysis of Achaemenid art, in the first chapter 
the history of the Achaemenid dynasty, its origins and the period from Cyrus 
the Great—the actual founder of the territory—down to Darius I, who was 
responsible from reorganizing the order, and from the imperial architectural 
programme in the city of Persepolis are discussed. Also, the foundation of a 
totally new capital city, Persepolis, that was standing for the ideology of the 
Achaemenid Empire is described both in terms of architecture and 
symbolism. 
 
In the second chapter, the art of the Achaemenids is analyzed. Since art is a 
matter of inspiration as well as learning, the three major civilizations’ arts—
Assyrian, Egyptian and Greek—from whom the Achaemenids derived some 
elements were discussed with several examples. In the second part of this 
chapter Achaemenid art was analyzed by focusing on the reliefs surrounding 
the so-called building of Persepolis, the Apadana.  
 
The third chapter deals with the royal propaganda made through the 
Apadana reliefs targetting the subjugated nations under the Achaemenid 
rule. The written and visual data is compared with modern propaganda 
techniques. In addition to that, Benetton ads which aim to propagate certain 
ideologies like anti-racism, rather than concentrating on commodity were 
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compared with Apadana reliefs since they both send brotherhood messages 
using different nations and bodily gestures. 
 
In the fourth chapter, the erection of the city of Persepolis is considered as a 
simulacra, which was both led by the architecture and art works. The idea of 
Persepolis’ being a simulacra was supported with  one of today’s most 
popular entertainment parks, Disneyland, that is defined as simulacra by 
Jean Baudrillard.  
 
In the last chapter the art works of Persepolis are discussed from the 
perspective of gaze. Lamassus and the figures taking place in the Apadana 
reliefs are analyzed on the basis of gaze implied in filmic, photographic or 
figurative art whose aim is to imply psychological power on the “receiver.” 
 
The scope of this thesis is to show that Persepolis and Apadana reliefs were 
a deliberate attempt to target the subjugated nations under Achaemenid 
rule. The works of art discussed in this thesis—the Apadana reliefs—are 
compared with elements such as significance of architecture, advertising and 
political propaganda, and the gaze notion. All these analyses showed that, 
although ways of lives were sharply changed and technology has evolved 
from the particular period of time, 2500 years ago from today, human 
psychology does not differ much.          
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2.  THE ACHAEMENIDS, ON THE WAY TO EMPIRE 
 
 
2.1. Foundation Process of the Achaemenid Empire 
 
 
 
Parsua, a land of Persians, is first mentioned on the Black Obelisk of the Assyrian 
Shalmaneser III in the record of his campaign of about 843 B.C., and the Mada 
(Medes) are first mentioned eight years later. Their positions are not precisely 
fixed. But Parsua certainly lay in what we call Persian Kurdistan, somewhere well 
the south of Lake Urmia and well north of the valleys which the Great Khorasan 
Road traverses. (Cook 1) 
 
The foundation of the Achaemenid Empire dates to 559 B.C., but they first 
began to be mentioned in 9th century B.C. written records. Especially the 
Medes, who were the blood brothers of the Achaemenids, were mentioned in 
the annals of almost every Assyrian king, from Shalmaneser III down to 
Ashurbanipal (668-627 B.C.) because of their warlike character (Cook 1). 
One evidence illustrating that the Achaemenids were fond of harsh battles, 
was the Seal of Cyrus of Anshan (See Fig. 1).  
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Fig. 1. Seal of Cyrus of Anshan (Cook, 1983: 10) 
 
The seal depicts a horseman with a spear in his hand, fighting with two men, 
one of whom is lying down, certainly dead already, while the other one, who 
equipped with bow and arrow, is wounded with a spear. J. M. Cook explains 
the seal as the following: “A relic of a Cyrus has survived in the form of 
impressions of a seal showing a horseman in battle which was still being 
used in the chancery of Persis in the time of Darius, with the legend in 
Elamite reading ‘Kurash of Anshan, son of Chishpish.’ This would have to be 
Cyrus II, son of Teispes II and grandfather of Cyrus the Great (who would 
then be Cyrus III)” (Cook 10). 
 
It has been argued that an independent kingdom in the Fars region, 
inhabited by Elamite and Iranian immigrants, was formed and ruled by the 
Achaemenid kings from their capital city, Susa, shortly after 646 B.C. 
(Dandamaev 2). Also the words of Darius I (522-486 B.C.) inscribed on 
Behistun, trace his roots back almost two centuries ago: 
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… my father is Vishtaspa; the father of Vishtaspa is Arshama; the father of 
Arshama was Ariaramna; the father of Ariaramna was Chishpish; the father of 
Chishpish was Achaemenes… Therefore we are called Achaemenids. From old we 
are noble; from of old our lineage has been one of kings… Eight men from our 
lineage were kings before. I am the ninth. We, the nine men, have been kings.” 
(Dandamaev 5) 
 
In 558 B.C., when Cyrus came to the throne of Persis, there were Medians, 
Lydians, Babylonians and Egyptians ruling major empires in the Near East 
(Dandamaev 14). In 553 B.C. Cyrus revolted against the Median king 
Astyages,  but in a second war he was taken prisoner. Herodotus wrote: “35 
years reign of Astyages, and the 128 years rule in Asia of the Medes ended” 
(Dandamaev 16). In 550 B.C., with the end of war between the Achaemenids 
and the Medes, Ecbatana—the capital city of the Medes—became an 
Achaemenid residence where Cyrus resided for a period (Dandamaev 18). 
 
This victory was not just a gain of land, but it was the beginning of the 
Achaemenid ambition to get more. M. A. Dandamaev (20) states: 
 
The defeat of the Medes marked the beginning of Persia’s rise from a little known 
and peripheral district to an important contestant in the wide arena of world 
history. In the course of the next two hundred years, the country was to take a 
leading role in the political vicissitudes of the classical world and the Near East. 
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Shortly after the defeat of the Medes, most probably in 549 B.C.. all of Elam 
was controlled by the Achaemenids and Susa became the capital city. 
According to Strabo, Cyrus chose Susa because of its close location to 
Babylonia, which he was preparing to attack. By this time Lydia was gaining 
importance especially with the leadership of king Croesus; but, except for 
Miletus, all of the Greek cities in western Asia Minor were subjugated 
(Dandamaev 21). Following these  victories, the Lydians began looking east, 
and invaded Cappadocia in the year 547 B.C., which  was previously under 
Median control, and then passed into Achaemenid hands. 
 
A bloody battle was fought on the banks of the Halys but it remained inconclusive, 
and neither of the two parties dared risk to start another. Croesus withdrew to his 
capital Sardis and decided to prepare himself more throughly for the war and to try 
to receive effective help from his allies (Dandamaev 23). 
 
This passage should be cited in order to draw light on the sociological 
discussions that will follow later on, about the Apadana reliefs, where we can 
not see any trace of these harsh, bloody battles, and Achaemenids were 
shown hand in hand with all the delegates of all their subject nations. 
 
The next encounter took place near Sardis as M. A. Dandamaev (24) wrote: 
 
Croesus’ troops consisted of armed cavalry, and these he led out of town onto the 
plain in front of Sardis. At the advice of his general Harpagos (the Mede who had 
defected to the side of the Persians at the time of the war with Astyages), Cyrus 
placed all the camels, which normally formed part of the army train, in front of the 
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troops. Soldiers were also mounted on the backs of these camels. The horses in 
the Lydian army reacted to the unknown smell of the camels and fled (a military 
trick which was to be used by many later commanders). But the Lydian 
cavalrymen, who before were regarded as invisible, did not panic, but dismounted 
from their horses and started to fight on foot. A fierce battle ensured in which 
strenght was not equally distributed. Under the pressure of Cyrus’ troops the 
Lydians were forced to seek refuge in the citadel of Sardis, where they were 
besieged. 
 
Historical accounts include such details which prove the presence of really 
difficult times for all nations taking part in wars, with the ambition of territory 
and power: the Achaemenids, in order not to lose what they derived from 
the Medes, fought with the Lydians twice and finally the city of Sardis had 
fallen. As Herodotus (I 86-88) reported, Cyrus ordered Croesus to be burnt  
at the stake, but at the last moment he decided to forgive him and took him 
on his travels to ask his advice on several different matters (Dandamaev 26). 
 
Later on, these two civilizations, Achaemenids and Lydians, began to have 
good relationships thanks to the favourable circumstances created for 
Lydians to trade. Also, the Lydians joined the army of Xerxes. However, 
although they were known to have a strong cavalry unit, they joined the 
army with an infantry troop. Presumably, their cavalry unit was no longer 
existed at that time, because of the destruction of the particular high ranking 
social class which furnished the horsemen (Dandamaev 29).  
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Although the return of Cyrus, to Ecbatana, after the conquest of Asia Minor is 
certain, which campaign came next is unclear. According to Darius’ Behistun 
inscription,  Achaemenids under the rule of Cyrus, conquered the lands of 
Margiana, Bactria, Chorasmia, Gandhara, Sattagydia and other eastern 
Iranian countries, and of course Babylonia, in 539 B.C., which is believed to 
be the key spot that led all these conquests afterwards (Dandamaev 31). 
 
Unlike the Lydians who resisted against the Achaemenids, in Babylonia, 
different ethnic groups in order not to lose their territory, with commercial 
and administrative purposes, wanted the Achaemenids to become rulers of 
their “present” lands: 
 
In Babylonia lived tens of thousands of representatives of various foreign 
communities (among whom were many Jews), who had been forcibly deported 
from their own countries by the Chaldean [Babylonian] kings. These people had 
never lost their hope of returning to their homeland. They were prepared to help 
the enemy of Nabonidus and awaited the Persians as their saviours (Dandamaev 
42). 
 
Here we understand that Babylonia had already disintegrated and had no 
power to oppose the Achaemenid army, that his community expected the 
Achaemenid arrival as a hope to live happily. Besides, as M. A. Dandamaev 
(42) mentions: “When Cyrus attacked Mesopotamia, the priests welcomed 
him as the appointed of Marduk; the Jewish prophets declared that he was 
the saviour of their people, while other foreigners regarded him as their 
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liberator.” Religion, as it is the case still today, was one of the most 
important concerns of people, thus was an effective power to manage them. 
It is well known that Achaemenid kings addressed themselves as the gods of 
different lands in their inscriptions, to reach different ethnicities who were 
worshipping them. In addition, Cyrus used the title of “King of Babylon” 
which had a significance like that of Roman Emperor and he resided in 
Babylon as well as in his homeland or Ecbatana (Frankfort 348). Even, Cyrus 
ordered the sacred utensils to be returned back to Jerusalem and the 
construction of a new temple which would replace the one destroyed by 
Nebuchadnezzar (Root 1979, 38). Religious syncretism became a 
psychological tool to administrate the subject people as Margaret Cool Root 
(1979, 39) argues: 
 
In the years preceding the rise of Persian power under Cyrus II, religious and 
political trends were so closely interwoven that one cannot be observed without 
the other. Beliefs and myths became increasingly important in the carefully 
considered systems of theological advisors to the great rulers, and all-embracing 
syncretic speculations in which tendencies of imperialistic propaganda were only 
thinly concealed. Side by side with this trend, and doubtless to a large extent in its 
service, developed an archaistic revival of religious concepts and the religious art 
of the past was felt from Egypt to Phoenicia and from Assyria to Babylon. 
 
The attitude of the Achaemenids, in terms of religion, was done perfectly in 
purpose: adopting several different cults, even the local ones. Also, they 
renovated or rebuilt from the foundation some temples as a part of this 
program. Cyrus restored the temple of Babylon which was already restored 
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by the king Assurbanipal, and with the Cyrus Cylinder edict saying “I saw 
inscribed [at Babylon] the name of my predecessor King Assurbanipal” he 
both announced his intention to restore the same temple and he presented 
himself as an offspring of Assurbanipal, even though he clearly was not 
(Root 1979, 38). Moreover, since ancient religions were not dogmatic and 
intolerant at all, Cyrus, just like other Achaemenid kings, worshipped Iranian 
gods of his own as well as those of the Greeks, Babylonians and many others 
to ask their support (Dandamaev 100).  
 
On the other hand, for Dandamaev and Lukonin (352) the aim under these 
attitudes was the centralization of the cult, therefore totally political again: 
 
These plans were so well-timed that even Darius, who had seized the throne as 
the protégé of the hereditary nobility, could not completely ignore them. He 
restored the temples of the non-Zoroastrian deities, but did not repudiate 
Zoroastrianism. On this basis there emerged that syncretism of ancient Iranian 
pre-Zoroastrian religious traditions and Zoroastrian teaching, which, in essence, 
was also the religion of the Achaemenids. It is easy to explain this syncretism. The 
old tribal deities could not serve the purpose of centralizing the state: this role 
could only be performed by Ahuramazda, who was the god of the faith that had 
been reformed by Zoroaster. Only the Magi could be used for the religious 
justification and strengthening of the royal power; hence, Ahuramazda became the 
supreme god in the royal pantheon. 
However, the struggle against the tribal deities would have been at the same time 
a struggle against the hereditary nobility. Darius could not go this far, since he 
himself was a representative of this nobility and relied on it. So under his rule the 
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cults of the tribal deities were restored, although they were placed lower than 
Ahuramazda. 
 
Therefore, besides the simulacra created through art and architecture, which 
will be discussed in a chapter later on, here we see the complete reformation 
of a religion and necessary respect to tribal cults just for political reasons. 
Zoroastrianism was deliberately made popular in order to have an imperial 
cult which was not exhausted before the Achaemenid period much, since as 
it is mostly argued, Zoroaster (the founder of Zoroastrianism) is 
contemporary with Darius I (Dandamaev and Lukonin 320). In addition, 
temple renovations of different cults and addressing people with their 
worshipped deities was a way to legalize the king’s nobility. Rather than 
faith, devotion to god or gods, this is mostly simulation behind which 
imperialistic goals were hidden.     
 
Under the expansionistic policy of the Achaemenid Empire, the conquest of 
Egypt was an essential objective because of the Nile Valley’s economic and 
political importance in Africa.  
 
In 529 B.C. Cambyses replaced his father Cyrus the Great, the founder of the 
Achaemenian Empire, and immediately he led his army to the eastern 
borders of Egypt (Bresciani 502). For the conquest of Egypt, Phoenicians 
provided a fleet, Cyprus (which was dependent on Egypt under Amasis—the 
Egyptian pharaoh) submitted voluntarily to pass to Cambyses’ side and sent 
their ships, Lydians and Greek cities located on the North African coast 
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(Barka and Cyrene)  sent gifts (Dandamaev 73). With these supports, 
Cambyses captured Memphis in 525 B.C.  
 
Cambyses’s successor, Darius came to the Achaemenid throne in August of 
522 B.C. and at that time 23 conquered lands were listed in the Behistun text 
(Dandamaev 93). During the first years of his reign, Darius had to cope with 
many revolts in Persia and throughout the empire: Greece, Media, Persia, 
Armenia, Babylonia. However, he was later known as an idealized figure by 
the ancient writers, Aeschylus and Plato who wrote that the tolerance and 
freedom of the subject people had returned with Darius’ kingship, like that of 
Cyrus, which was broken by the rule and harshness of Cambyses 
(Dandamaev 130). Darius’s own words tell that he created a situation 
whereby “people did not kill each other, and every man was in his place…the 
strong did not smite the weak and did not kill (him)” (Dandamaev 131).  
 
To proclaim and reinforce his achievement, Darius commissioned his majestic 
memorial on Behistun, which was addressed to the next generations, listing 
the geneology of Darius and the many victories he won. M.A. Dandamaev 
(132) describes the Behistun text as follows: 
 
The text was translated into many languages and distributed in “all the lands”, as it 
is said in the text itself. The text is inscribed in the rock face at a great height, 105 
metres above the road, too high to be approached for reading. At the 
commencement of this century some badly preserved papyri were found with a 
translation of the Behistun text into Aramaic. The Aramaic text, written in the 
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official royal chancellery, was destined for distribution in the western parts of the 
Empire. The Aramaic text is for the greater part identical with the Akkadian 
variant; only these two versions, contrary to the Old Persian and Elamite texts 
contain information about the number of rebels being killed and arrested.  
 
Here, Darius was propagating himself by proving the legitimacy of his nobility 
to become the king of Persia and his power to continue to rule the other 
lands. Like the commercial texts of the same product, differing according to 
several target groups, he tells how he can act cruelly when he should, in the 
Aramaic version, whereas he does not mention these in the Achaemenid and 
Elamite versions, which were his homeland, the threshold of the Achaemenid 
dynasty, the power behind him of whose loyalty he is sure. 
  
In Darius’s period, Achaemenids, who started their fight as a minority, under 
different states’ rule, became a stabilized power in the Near East, whose 
property was protected by satraps—administrators representing the 
Achaemenid Empire, chosen among the local nobility—in different parts of 
their territory.  
 
So far the military and social efforts of the Achaemenids in order to become 
a state have been discussed under the title of “history”: how they were 
involved with harsh battles in order to enlarge territories, military strategies 
(horses running away because of the strange smell of the camels); 
Achaemenid kings using the names of several lands’ gods, worshipping them, 
patroning the temple projects of subjugated groups, freeing them in their 
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beliefs and habits; providing them commercial advantages to survive in 
better conditions.  
 
Until the campaign of Alexander the Great in 333 B.C., which ended their 
rule, the Achaemenids flourished as the owners of a great empire 
(Dandamaev 321).  
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2.2.  Persepolis: the Achaemenid Capital City 
 
Persepolis means “City of the Achaemenids” in Greek and it was the dynastic 
capital of the Achaemenids which was founded by Darius around 515 B.C. 
The city was located in the Marv Dash plain (Root 1990, 116). Historians of 
Alexander the Great knew both Persepolis and Pasargadae as two distinct 
places which had royal apartments, reception and administration rooms, 
magazines and royal tomb(s) (Cook 35).  
 
Persepolis saw three successive reigns during its construction which took 
over fifty years, from 518 BC. to 460 B.C.: Darius I, Xerxes and Artaxerxes.   
 
At Persepolis, a citadel measuring roughly 450 by 300 meters formed the stage for 
a series of ceremonial and administrative edifices. This platform backs up against 
rugged fortified hills on the east. Brick fortification walls originally extended this 
enclosure over much of the remaining perimeter of the citadel. On the west, 
however, the great columned portico of the Apadana palace seems to have opened 
onto an area with an unimpeded vista of the imperial horizon. Unlike other 
Achaemenid capitals used extensively by Darius and his successors (Susa, Babylon, 
Ecbatana), Persepolis was a new creation (Root 1990, 116) 
 
Because of being a new creation, like the empire itself, besides having a 
huge palace complex, Persepolis had a symbolic mission of centeredness: 
bureaucracy, archive, administration were all managed from this particular 
city. This palace complex was housing the invocation by the king, where 
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whole nations joined from all over the empire. The Apadana palace—the 
building itself and its relief decoration will be discussed at length—located in 
the south is the place where visitors were accepted by the king (Root 1990, 
116). 
 
According to Xenophon, Cyrus built lavish palaces in Persis in addition to 
those in Ecbatana and Babylon, whose possessions were taken over from the 
Medes and Babylonians. Also, Cyrus wanted his satraps to construct palaces 
and courts for their own to befit their position and rank, so that we hear 
many palaces and places named  “Apadana” in different parts of the empire 
(Cook 36). Like today’s big cities—where Parliament and many other state 
buildings rise up to the sky in the most crucial points in the city center with 
their elaborate architecture—Cyrus wanted his satraps to show off their 
prosperity and power since they were the representatives of the state and 
the rising Achaemenid culture in their cities. State architecture, besides being 
an artificial space built for the management of state void, is also a manner of 
psychological warning giving the message “We have built this piece of stone 
here, if you touch it, you will be dealing with us!” Moreover, it is a show of 
strength and fortune standing as the great symbols of the state as Michel 
Foucault stated: 
 
Previously (before the eighteenth century), the art of building corresponded to the 
need to make power, divinity and might manifest. The palace and the church were 
the great architectural forms, along with the stronghold. Architecture manifested 
might, the Sovereign, God (Foucault, 1980, 148). 
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A popular event, a disaster, the attack of September 11th 2001 to the United 
States of America, the targets of this attack, the World Trade Center and 
Pentagon demonstrate the validity of this statement. The Washington Post 
writer Benjamin Forgey (C01) wrote on September 13th 2001 in his article 
titled “Buildings That Stood Tall as Symbols of Strength”:  
 
The attackers chose these particular skyscrapers as targets precisely because they 
were so big, so prideful, so unforgettable. The buildings signified America's 
economic might, just as the Pentagon—equally big and prideful in its way—
connotes our military power. 
[…]Regrettably, destroying architecture for political reasons is nothing new. The 
more important and powerful its symbolism, the higher a building is likely to rank 
on the target list of a bitter foe. 
Nazi thugs paid special attention to synagogues in the infamous Kristallnacht 
attacks in November 1938—synagogues are the soul of Jewish culture. British 
troops in 1814 burned the White House and the Capitol—the chief symbols of the 
young American democracy. In addition to killing one another, Serbs, Croats and 
Bosnians concentrated on destroying cultural centerpieces in the recent Balkan 
wars—more than 1,000 mosques and other Muslim buildings were demolished, 
according to one report, along with 309 Catholic churches and 36 Orthodox 
Christian churches and other buildings. 
The reasons are always the same. Architecture is evidence—often extraordinarily 
moving evidence—of the past. Buildings—their shapes, materials, textures and 
spaces—represent culture in its most persuasive physical form. Destroy the 
buildings, and you rob a culture of its memory, of its legitimacy, of its right to 
exist. 
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These particular structures were chosen as the symbols of political threat to 
be destroyed or just be damaged which had different missions for the 
American culture: commerce and military. With the collapse of two 
skyscrapers and a military structure, which require finance and intelligence to 
be erected, besides the physical and financial loss of U.S.A as a nation, the 
state itself was wounded. It was somehow the breakdown of the state, 
whose most efficient means, symbols, died out in an hour. I said “died out” 
because, architecture becomes a living thing as a part of everyday life, 
where you go in and out, you pass by, or you pick out on a panoramic 
photograph of the city, even on a souvenir magnet. Besides providing shelter 
to man, architecture is the work of man, skill, art, evolution of man, thus it is 
the reflection of man, it is the man himself. State is an architecture as well, 
formed by collaboration, coming together of several materials, one after the 
other, surmounting each other.  
 
“Architecture is evidence”, as Benjamin Forgey pointed out in his article, 
otherwise, we would not be discussing the particular structure, the Apadana 
at Persepolis, built by the Achaemenids more than 2500 years ago. It was 
the symbol of a growing empire which was housing the king and supposed to 
impress visitors coming from all over the empire. 
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3. THE ART OF THE ACHAEMENIDS 
 
3.1. Assyrian, Egyptian and Greek Influences 
 
Just as the Achaemenid Empire was consciously created and its bureaucratic 
structures formalized by the early kings of the dynasty, so the art which speaks for 
that empire was, in every meaningful sense, a product of their creative effort—
brilliantly conceived and consciously evocative. It was commissioned in the service 
of kingship, designed by high level officials who were in all probability directly 
responsible to the king himself; and it was planned as an imperial programme 
which was intended to project, in a variety of representational contexts, a specific 
set of consistently imposed images of power and hierarchical order (Root 1979, 1). 
 
Like the empire itself, Achaemenid art was composed of fragments derived 
from other cultures’ arts, chosen and brought together on purpose, almost 
like a patchwork: Assyrian, Egyptian, Phoenician, Greek, Lycian, Cappadocian 
and Phrygian influence is obvious (Root 1979, 15). These specific models 
were adopted to impose political and cultural reasons in which the imperial 
targets of the king are involved (Root 1979, 24): 
 
In art, as in politics, Cyrus and Darius I applied themselves to organizing and 
inspiring large numbers of people of diverse ethnic and cultural origin. They 
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succeeded in stimulating builders and sculptors to create at Pasargadae, Persepolis 
and Susa a style of art expressive of imperial majesty and so distinctive as to be 
immediately recognizable. This style is all the more remarkable because it was 
produced by peoples of many lands with different traditions and aesthetic 
predilections affecting the technical procedures used in architecture and sculpture, 
the types of buildings, and the repertory of images (Porada 793). 
 
Since it was patroned by the crown, art was supposed to convey the political 
ideologies and plans of the empire. Achaemenid art, and more specifically, 
the art of the Apadana reliefs, did what has not been done before 
throughout the Near East: it showed a whole empire at peace.  
 
Despite the fact that procession scenes were very popular in neigbouring 
regions, the scenes depicted were showing war captives, wounded soldiers 
and reflecting hostility against the enemies. The previous landowners of the 
Near East, the Assyrians adored to render such bloody battle scenes (See 
Fig. 2). A typical example is the Assyrian orthostat illustrated here, dating to 
the period of Assurbanipal and found in Kuyunjuk (ancient Nineveh). This 
was, like the others, narrative, rather than decorative, depicting an episode 
lived during the capitulation of Madaktu, which was an Elamite city. The 
upper registers show the population walking forth to submit to the Assyrians, 
women and children leaving the city clapping their hands in time with music 
played by the musicians (harpists) advancing in the front. 
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Fig. 2. Assyrian Orthostat from Kuyunjuk (Frankfort, 1970: 180) 
 
On the lowest register on the other hand, there is a stream flowing, filled 
with dead corpses of the Elamites, horses, chariot wheels and the natural 
inhabitants, fishes, of the river were also shown while devouring the flesh of 
both soldiers and dead horses (Frankfort 180) as if nature is on 
Assurbanipal’s side too.  
 
Another example comes from Kuyunjuk as well (See Fig. 3):  
 
The rendering of the decisive battle with the Elamites shows one of the boldest 
compositions of Assyrian art. The Assyrians, pressing on from the left, massacre 
stragglers and drive the main body of the enemy into the river on the right. There 
is a noticeable crescendo in the composition. On the left there are pairs of 
combatants—wounded or dying Elamites remonstrating with their Assyrian 
persecutors (e.g. middle of second strip); or (on the border line of the upper and 
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middle strip to the left of centre) an Elamite archer running while attempting to 
help a stumbling comrade who is hit in the back by an arrow (Frankfort 183).  
 
 
 
Fig. 3. Assyrian Stele from Kuyunjuk (Frankfort, 1970: 184) 
 
 
Some natural elements, such as the palmtrees in the battle field that we see 
behind the men fighting each other or the river—depicted very much like the 
previous orthostat discussed above—with its fish and even a crab carved on 
the uppermost right hand side corner, were most probably done in order to 
make the scene real. Frankfort (186) argues that, because victory was man-
made, such scenes were not symbolical in character, rather they were truly 
reflecting the reality itself, keeping the records of battles fought. Even some 
gestures were depicted to convey the circumstance more realistically: 
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Down the side of the artificial elevation ran the defeated warriors, no longer 
attempting defence, but giving themselves up to despair. One was plucking out his 
beard, a common action amongst eastern to denote grief; some tearing their hair, 
and others turning round to ask for quarter from their merciless pursuers [...] A 
wounded mule was falling to the ground, whilst his rider, pierced by an arrow, 
raised his hands to implore for mercy (Barnett, Bleibtreu and Turner 94). 
 
However the explanation is incomplete. This particular theme is chosen as an 
illustrated account of history, but additionally it favours the Assyrians, their 
kings and connotes a threat by the Assyrians to other nations: “Beware, if 
you do not submit, you will end up like them!” Although these scenes were 
supposed to be real, they just reflect the reality experienced in the enemy 
side: there is no single Assyrian figure (those with pointed hats) lying dead 
on the ground, an improbable situation. Both sides lose soldiers in wars. The 
event was exaggerated in favour of the Assyrians and they are shown as the 
only ones triumphant, in a way a simulacra was created by the Assyrians as 
if they always win.  
 
These two reliefs discussed above were placed inside the building, in 
contrast of the Apadana reliefs that were carved outside. Therefore, the 
Assyrian ones are thought to be seen by a limited amount of people. 
However when their location is considered—in the palace of Sennacherib, in 
the entrance P led from Room XXX(AA) into Room XXXIII—they might be 
targetting a larger audience than it is assumed. As in the case of Persepolis, 
where taxes were collected annually from the delegates coming all over the 
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empire, at the time of Assurbanipal, the tribute was delivered by the foreign 
envoys of high rank every year. This organization was sometimes held in the 
palace at Nineveh, as John Malcolm Russell (235) follows: 
 
In the late Assyrian letters dealing with the delivery of tribute, Postgate noted 
şîrâni (the people who delivered the tribute) from eighteen different locales, all of 
them states on the borders of Assyria. [...] According to some of these letters as 
going into the palace, presumably in the throne room, and would have served as 
important opportunities for the wall reliefs to be viewed by high-ranking foreigners. 
 
Even though the Assyrian examples were located in a place that can not be 
seen by every passer-by, they were addressed to foreigners like the reliefs of 
Apadana. 
 
The last example from Assyrian art, although it does not implies a war scene, 
depicts a fight between the king Assurbanipal and a lion (Fig. 4). 
 
 
Fig. 4. Assurbanipal fighting a lion (Frankfort, 1970: 188) 
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This particular scene is part of a depiction in registers. Assurbanipal is shown 
while he pierces the lion with his sword. The artistic achievement and 
observation are quite exciting, catching the moment when the animal is 
about to sink towards the ground: “The lion’s force is suddenly broken, the 
huge paws are paralysed,” as Henry Frankfort (187) describes it. In addition 
to that, the care given to the cloak and hairdress of the king should be 
considered. Even the textile of his socks and garment was detailed so that 
the tassels can be seen at the very end of his robe. The skill in workmanship 
is advanced. However, this particular realistic scene, narrating a real event, 
appears to be unreal: even if it is not told that the lion-killer figure was the 
king, it is obvious that he is an important man because of size, when 
compared with the one standing behind him, carrying his bow case. 
Hierarchical order was emphasized by the proportional difference between 
the two figures. Secondly, the posture of the king conveys this impression: 
quite stiff, holding his chin high and with his face emotionless, as if he is not 
fighting with a beast, even his cap was not displaced. He is still very 
handsome with his numerous curls on his hair and beard, which are perfectly 
symmetrical. He fights with the lion with bare arms, without showing any 
kind of effort. The way the king was represented was perfectly intentional 
since Assyrian workmanship allowed to give natural effects to the scene but 
they did not here on purpose. The major goal here, was to grant, to 
propagate the king by giving him some immortal attributes: no fear, no 
motion, bigger than anybody else in size, he is unreachable, he is not an 
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ordinary man, he is not a human, he is god. Marie-Henriette Gates (29) 
discusses the Neo-Assyrian art’s being a deliberate artistic program: 
 
The Neo-Assyrian kings understood that art—like an army, a well oiled bureacracy, 
and routine taxation—could promote their political and territorial ambitions. Their 
artists were made to develop a canon of thematic and stylistic conventions that 
succeeded in translating their image as warriors and heroic kings to the four 
corners of their empire. 
 
These art works, more than having a documentary function for future 
generations, were serving as the billboards of today, advertising the king to 
an audience of the actual population. 
 
Secondly, Egyptian art must be discussed in terms of its influences on 
Achaemenid art, as well as its social intentions.  
 
In Egypt, multitudes thronged the outer precincts of temples on festivals, and it 
was precisely these outer precincts, as well as the outer walls of the temple 
complex, that were adorned with images of Pharaoh triumphant and other 
manifestations of royal ideology. The highly restricted inner chambers were 
decorated with illustrations of specific cult activities performed there (Cooper 48). 
 
Jerrold S. Cooper (48) mentions that the content of the artworks differs 
according to their location: those which were placed in civic areas were 
honouring the pharaoh as a victorious man, that is more secular in content; 
which aimed to inform, to warn the contemporary viewer, imposing some 
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royal ideologies. Whereas those placed inside the temples which can be seen 
by a limited amount of people were depicting some cult activities taking 
place in this particular structure. Therefore, obviously there was a deliberate 
attempt to give messages to the public.  
 
The first example is a relief carved on the outer surface of the main temple 
at Abu Simbel in Nubia, dating to 1260 B.C., to the reign of king Ramesses II 
(See Fig 5). 
 
 
Fig. 5. Sandstone relief of King Ramesses II smiting a Lybian chieftain, in the main temple at 
Abu Simbel in Nubia, c. 1260 B.C. (Aldred, 1980: 188) 
 
The scene is commemorating the military campaigns of the pharaoh in the 
first years of his reign, while smiting a Lybian chief (Aldred 189). In the 
depiction there are three figures surrounded by hieroglyphic inscriptions. The 
pharaoh was shown as a brave, strong man, he was placed higher than the 
other two figures who were the Lybians. One of them is lying down under 
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the feet of the pharoah, trying to protect himself with his arms, or he might 
be already dead, because the king’s right foot is on his head and the left foot 
on the Lybian’s left ankle, so that the king is shown completely dominating 
him. While the other is about to be crushed on the head by the king’s mace 
by the the king. This kind of scene as chosen to express the king’s 
maintaining order in the kingdom—and so in the cosmos symbolically—with 
the head-smiting gesture which is known from the earliest dynasties. In such 
scenes the enemy captives, especially those who are ethnically different to 
suggest all Egypt’s foes, were held by the king usually by the hair and the 
king raises his arm to kill him, as Richard H. Wilkinson (188) mentions: 
 
Although such executions are known to have actually occured in the earlier period 
of Egyptian history and occasionally perhaps at least into the Old Kingdom, most 
Egyptologists believe that later scenes are purely ceremonial—endless symbolic 
repetitions of an established representational genre deemed just as effective as the 
actual dispatching of real enemies. 
 
On the other hand, as it is told before, in the interior spaces different subject 
matters were chosen to decorate the walls as well as to serve for religious 
beliefs, for the afterlife of the dead person’s sake in particular. Procession 
scenes, whose subject matter is more joyful compared with the war scenes, 
were quite popular. According to Egyptian mortuary practices, the figures 
drawn on the walls of tombs, would accompany the dead in his afterlife: 
servants carrying food, animals, objects, furnitures etc, and of course 
soldiers, in the tombs of kings or queens. In addition to that, according to 
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the Egyptian mythology, the proportions of the inhabitants and other aspects 
in the afterlife were supernaturally huge. Although the underworld was much 
like the present life, where similar activities were performed, the results 
would be bigger or better (Wilkinson 52).   
 
This is well illustrated by the relief from the Hathor chapel of the Queen 
Hatshepsut in her mortuary  temple at Deir el-Bahri, dating to 1470 B.C. (See 
Fig. 6). 
 
 
Fig. 6. Painted limestone relief of soldiers rejoicing, from the Hathor Chapel in the mortuary 
temple of Queen Hatshepsut at Deir el-Bahri, c. 1470 B.C. (Aldred, 1980: 153) 
 
This repetitive scene shows the queen’s soldiers rejoicing (Aldred 153).  They 
are set very close to each other, so that there is an obvious eye-contact 
among them, and physical contact as well. The multiplicity was presented 
with pairs of soldiers looking at each other and according to Egyptian 
numerology the number two is the number of duality and universality: 
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The phenomenon of duality pervades Egyptian culture and is the heart of the 
Egyptian concept of the universe itself. But rather than focusing on the essential 
differences between the two parts  of a given pair, Egyptian thought may stress 
their complementary nature as a way of expressing the essential unity of existence 
through the alignment and harmonization of opposites—just as we today might 
use “men and women ,” “old and young,” or “great and small” to mean “all” or 
“everyone.” (Wilkinson 129). 
  
In addition their making eye-contact implies their trust in each other. Their 
rhythmic steps show the order of the troop as well as their joy. A monarch’s 
desires, order universality and harmony in the kingdom, all is expressed by 
this relief and obviously the queen Hatshepsut’s attempt was to carry her 
glory on her last trip. 
Thirdly, interactions between Greek and Achaemenid art will be discussed: 
 
[...] the nature of the interaction, which is called ‘influence’, is revealed through 
vigorous assertions of Greek artistic independence and originality. Most scholars 
explicitly assume a widspread but superficial degree of Near Eastern influence, 
limited primarily to ‘borrowings’ of decoration and ornament, isolated figures and 
motifs, in small-scale works of metal, ivory, and terracota. Orientalizing as an 
artistic phenomenon, therefore, customarily implies a degree of haphazard, almost 
arbitrary acquisition. In this view, Greek artists selected Near Eastern forms, 
ornament, and images for no more specific reason than that they were exotic or 
readily available as visual models in the minor arts (Gunter 134). 
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This influence took place in 720-600 B.C. in the so called “Orientalizing 
Period” of Greek art (Gunter 131). The interactions were bipolar, similarly the 
Achaemenids adopted Greek elements as well, that is why some parallels 
between Greek and Achaemenid art such as the treatment of drapery, hair, 
beard, eyes, etc., was not a coincidence, since it is known that Greek-trained 
artisans were at work in the Achaemenid court (Boardman 1985(1), 40). In 
Susa texts, the activities of Ionian and Lydian stoneworkers were mentioned 
(Nylander 15). King Xerxes, the son of Darius I, removed statues of the 
slayers of the tyrant Hipparcus, made by Antenor, that had been set up in 
the Athenian Agora in 480 B.C. (Boardman 1985(1), 24). Carl Nylander (15) 
mentions striking examples from different parts of the Achaemenid empire as 
follows: “Recently the frieze of glazed tiles showing archers, which once 
decorated the Susa palace, has been called Ionic art, and Telephanes of 
Ionian Phocaea has been referred to as ‘the grand master of the Persepolis 
friezes’. Theodorus of Samos has been tentatively connected with the relief 
at Behistun. Artisans from western Asia Minor may have been responsible for 
some Greek features in Pasargadae, and others may have influenced the 
architecture of Persepolis.” However as most scholars agreed, Greek 
workmen had to obey the orders of Achaemenid supervisors.    
 
Besides the Greek influence on Achaemenid drapery style worn by the royal 
figures and attendants, there are similarities in the way that garments were 
treated in both arts after 550 B.C. as the Figures 7 and 8 illustrate. 
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Fig. 7. Apadana, Achaemenian royal guardsmen, detail (Nylander, 1970: 135) 
 
Figure 7 illustrates two royal guardsmen from the Apadana reliefs, whereas 
Figure 8 illustrates a Kore by the sculptor Antenor dating about 530-520 B.C. 
Carl Nylander (132) states the similarities between Greek and Achaemenid 
drapery: “[...] in the lower part of the garment a bunch of vertical folds, 
symmetrically stacked in two divisions with zigzag edge, not unlike an 
omega, running up and down from a central pleat, is flanked by curving, 
oblique ridges.” However, unlike the Greek ones which give the impression of 
volume and movement, Achaemenid drapery “like a heavy sheet of metal, 
covers or rather conceals the body beneath.” (Nylander 136).  
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Fig. 8. Kore by the sculptor Antenor, Acropolis, Athens (Nylander, 1970: 136) 
 
In addition to stylistic similarities between the Greek and Achaemenid art, 
functionalism was aimed by the Greek art as well: 
 
The propaganda of democracy, of power, of rationality, needs more explanation 
than the images through which it was conveyed, and much of it surely still eludes 
even the most imaginative of modern commentators. Beside the scenes of men 
acting as gods or heroes there was a range of genre and domestic subjects, 
generally unfamiliar to foreign figure arts that mainly expressed the trappings of 
state power and state religion (Boardman 1994, 19). 
 
Both Greek and Achaemenid commissioned art aims to propagate certain 
ideologies including the state power and state religion. One of the greatest 
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examples of this issue in Greek art was the Parthenon standing on the 
Athenian Acropolis as the show of victory gained against the “barbaric” 
attacks of the Achaemenids on the plain of Marathon in 490 B.C. In 438 B.C. 
the temple, dedicated to the city goddess Athena, was completed, its 
sculptural programme narrating the defeat of the Persians at Marathon and 
Athens’s role with matured Greek aesthetic under the supervisorship of 
Pheidias as the chief sculptor (Boardman 1985(2), 8). Like the subject matter 
chosen for the reliefs of the Apadana, the Parthenon frieze (160 meters long) 
depicts the Panathenaic procession organized every four years for the 
dedication of the new peplos robe to the statue of Athena (Boardman 
1985(1), 106). Cavalcades, fighting soldiers, processing women, and of 
course Heroes and Gods—who supported the Athenians in their war against 
the Persians--were carved, each making different gestures, with different 
poses and dresses. The narration is almost flowing in a well organized 
manner like a film-strip (Boardman 1985(1), 107).  
 
On Figure 9 we see a fragment from the frieze’s Northeast end with the 
identification of each figure by John Boardman (1985(1), 128) which is very 
similar to the reliefs surrounding Apadana: several figures bringing different 
objects and animals to be dedicated to Athena, making lively gestures 
denoting the joyful atmosphere of the moment.  
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Fig. 9. Parthenon frieze (Boardman, 1985(1): 128) 
 
The idea applied to the frieze of Parthenon was the same as the Apadana 
reliefs: celebration of the glory and propaganda of the state, with both its 
politics and religion which is in the service of politics.  
 
In this chapter Assyrian, Egyptian  and Greek arts were discussed briefly, for 
their inspirational contributions to Achaemenid court art during its formation. 
They provide relevant comparative materials to prove how the Achaemenids 
began an artistic and cultural revolution with their art in Persepolis. 
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3.2. Achaemenid Art and The Apadana Reliefs 
 
Besides the influences of other cultures, Achaemenid art was truly following 
the Assyrian artistic traditions which were the depictions of “[...] both real 
and legendary subjects stressing the royal or courtly setting of dignified 
behaviour and ritual.” (Gunter, 141). Therefore Achaemenid court art, which 
was quite influenced by the Assyrian art was intentional too, in favour of the 
patrons, the kings: it was reflecting back the imperial ideas onto its audience. 
Also, since the particular artworks that will be discussed are located in 
Persepolis, in the newly founded capital of the empire, they had a special 
significance targeting the populations of subjugated ethnicities, whose 
depiction is the basis of the “mise en scéne” decorating the Apadana palace 
all over. 
 
The citadel of Persepolis was formed of a monumental terrace covering an 
area of 125 000 square meters square (Briant 1996,180). The Apadana 
palace on this terrace and  is reached by two huge staircases facing each 
other on the west (See Fig. 10).  
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Fig. 10. Reconstruction of the west façade of Persepolis citadel and stairs (Root, 1990: 117) 
 
To climb up the 450 meters long by 300 meters wide platform of 6-18.5 
meters high, there are 106 steps of 7meters in width (Best Iran Travel.com). 
The broad steps were extremely shallow in order to control the speed of the 
visitor, to make sure that his approach would be so slow that he could be 
able to see everything, all details of the extraordinary monument by the 
Achaemenids. Even though there are practical suggestions for the gradiant of 
the staircase, for instance that it was designed for the easy access of  
horses, Margaret Cool Root (1990, 116-118) objects to this idea:  
 
Imperial architecture, like religious architecture, can enhance the symbolic 
relationship between visitor and ruler (or cult figure) by manipulating the visitor’s 
access to critical spaces. The architecture assists the visitor by offering clues 
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implicit and explicit about behaviour in and reaction to the surroundings. This 
notion is, I believe, a key element to understanding how the programmatic 
environment of Persepolis was meant to work. [...] Indeed, the formal element of 
stairs at Persepolis was used to mimic liturgy, to evoke the aura of a godlike royal 
presence, and—experimenting with tensional relationships of space, place, time, 
distance, and scale—to exploit the differences between the king and the peoples of 
his realm. 
 
 
The deliberate attempt was not just implied in erecting such a gigantic 
monument, but also architecture’s leading the visitor was provided through a 
fixed route, to make sure that he passes through the intended areas to be 
seen. The idea of the stairs enabling the delegates to reach the king, 
connotes the gratitude of the king in the eyes of the visitor, which would 
evoke the feeling of superiority of the crown. The zenith had a symbolic 
implication in both Mesopotamia and Egypt: to reach the top one should 
climb up. In Mesopotamia, the staircase was equated with divinity located on 
top of ziggurat, whereas in Egypt, progressing stairs connoted the last 
judgment by the God Osiris. The same intention was implied in the Apadana, 
where anybody who wanted to reach the king would climb up the stairs of 
106 steps (Root 1990, 118).  
 
The citadel of Persepolis was built up of large ashlar blocks just surmounting 
each other without the use of mortar. For Margaret Cool Root (1990, 118) 
this could have a symbolic meaning as well: “In the context of our present 
discussion, I wonder whether this choice of masonry style was intended as a 
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metaphor. Perhaps the massive irregular stones, perfectly bonded without 
mortar, expressed the idea of smoothly joined geopolitical parts of the great 
empire—each different, yet made to work in unison—fitted into a harmonious 
whole in support of the king and his city.”  
 
With the style of masonry applied to erect the newly founded capital, the 
glory of Darius in restabilizing order of the empire was stressed and if, each 
block of ashlar meant to stay as a nation, overall it was the Achaemenid 
Empire’s map. The empire in chaos which was taken over by Darius, was 
restored in a short time as Darius tells in the Behistun text: 
 
The kingdom which had been taken from our family, that I put in its place; I 
reestablished it on its foundation....I restored to the people the pastures and the 
herds,...I reestablished the people on its foundation, both Persia and Media and 
the other provinces. As before, so I brought back what had been taken away. By 
the favor of Ahuramazda this I did: I strove until I reestablished our royal house 
on its foundation as (it was) before (Root 1990, 119). 
 
Darius, both declared and reanimated his aim and pride after his success in 
reuniting the territory he inherited from his ancestors.  
 
The Apadana was planned during the reign of Darius and completed by the 
time of Xerxes (Root 1979, 91). The subject of the reliefs is the tribute 
procession—procession scenes were favoured in Mesopotamian, Egyptian 
and Greek art as discussed above. However, the Achaemenid way of 
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conveying the nature of the empire was the first appearance of such a scene 
throughout the Near East because of its peaceful and lively nature.  
 
The friezes of tributaries were carved on the two staircases of the Apadana: 
on the east wing of the northern stairs and south wing of the eastern stairs—
most probably realized under the reign of Xerxes. The shallowness of the 
stairs, beside serving to see the details of the architecture, was enabling the 
reader to receive the messages of the reliefs while slowly proceeding 
towards the top.  
 
On the central panel there is an over life-size king figure sitting on a throne, 
under a baldacchino, listening to an official who was presumably announcing 
the arrival of the ambassadors from all lands to present their gifts. While the 
official is making the announcement, he makes a gesture called 
“proskynesis” pointing to his chin with his right hand a salutation of respect 
addressed to the king. The king’s crown prince stands at his back and they 
are surrounded by the attendants. The variation in size of the figures is made 
according to the hierarchical order, so that the king appears to be the 
biggest figure among the others (See Fig 11) (Root 1979, 232). 
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Fig. 11. Apadana, central panel (Root, 1979: plate XVII) 
  
Each side of the central panel is divided into three horizontal registers where 
the procession figures were depicted and separated from each other with 
rosettes. These are smaller when compared to the figures appearing in the 
central panel and are distinguished by their clothing, the objects they bring 
and their physical characteristics, according to the regions where they came 
from (Apadana-Wing B) (See Fig 12). 
 
Fig. 12. Apadana Wing B, delegates of different nations (Frankfort, 1970: 373) 
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Both flanks of the staircase, which are triangular in shape, were decorated 
with a scene of a lion attacking a bull, signifying the royal power as an 
emblem (Root 1979, 232). 
 
The figures on both sides, Wing A and Wing B, that are divided from each 
other by the central panel, are approaching towards the central panel, thus, 
towards the king. It is not known what these two wings signify exactly, but 
taking the Behistun monument as a comparison material, where people of 
the empire was arranged according to their geographies, it is assumed that 
this separation was their regional indication. However, Root (1979, 235-236) 
argues that this is not the case: 
 
In any event, we can say with confidence that the intent of the planners of the 
Apadana façade was not to create an obvious visual distinction between the 
eastern and the western peoples of the empire.  
 
In contrast to their Assyrian predecessors, who were all in the same position, 
standing stiffly, the figures in the row of Apadana Wing A, make lively 
gestures such as: “hand-holding, touching one’s neighbor on the chest, 
fingering one’s own cloak strap, stroking one’s beard, holding a flower, and 
turning around to address another figure in the line.” (Root 276). 
Aesthetically these gestures created focus on the central panel, but it was 
absolutely intentional to show the harmonious interaction of these people 
with each other, dressed with Achaemenid and Median garments 
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alternatingly to stress their “voluntary” participation in the ceremony (Root 
1979, 277-284). 
 
The people of twenty three nations, were represented in form of delegations, 
each came with variable number of members. The leader of each group—  
separated from each other with a single tree motif—has his hand held by the 
royal guide facing the king who was enthroned in the center of the 
composition. The royal guides were dressed in Achaemenian and Median 
clothes alternatingly. The identification of different groups is problematic 
because of the lack of inscriptions and diverse solutions were based on the 
garments of the delegates and the offerings—including objects and animals—
they bring, in comparison with other repesentations. Different nations, 
participating the tributary procession were listed as: Medes, Elamites, 
Armenians, Arians, Babylonians, Lydians, Arachosiens, Assyrians, 
Cappadocians, Egyptians, Saka, Ionians, Bactrians, Gandharians, Parthians, 
Sagartians, Saka (a second time), Indians, Scythians, Arabs, Grangians, 
Lydians (a second time) and Nubians (Briant 1996, 187-188).  
 
Almost all royal declarations were organized around the expression “far”: the 
Achaemenids conquered so far, the people who worked at Susa came from 
far. The expression itself wants to take count of the immensity of the space 
conquered and controlled by the Great King and Achaemenids. The same 
thing can be said for “multiplicity” emphasized: “king of the multiplicity, the 
only master of the multiplicity, I, Darius, the Great King, king of the kings, 
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the king of the countries of all ethnicities” (Briant 1996, 191) We see the 
same intention to stress the pride of Darius, the dominator of such a vast 
territory, wanted to be conveyed in royal art as well. The words of Darius, 
accompanying his tomb relief, prove this idea: 
 
If now thou shalt think that “How many are the countries which King Darius held?” 
look at the sculptures (of those) who bear the throne, then shalt thou know, then 
shall it become known to thee: a Persian man has delivered battle far indeed from 
Persia (Root 1990, 120). 
 
One of the most striking examples is the representation of the Bactrian 
delegacy. As gifts, they bring vessels, leather and a camel. This sounds quite 
ordinary since there are many others bringing camels. However the one 
brought by the Bactrians have two humps which was a special attribute of 
the Bactria region, which was the only place two-humped camels were bred 
(See Fig. 13).  
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Fig. 13. Bactrian leading camel (Frankfort, 1970: 356) 
 
Therefore, it is obvious that, besides the masonry symbolizing the jigsaw 
puzzle-like nature of the empire, this relief was serving as a map depicting all 
nations of the empire. Each group’s representation divided with a tree figure 
was standing like a flag. In Webster’s New World Dictionary (549) a flag is 
defined as: “a piece of cloth or bunting, often attached to a staff, with 
definite colors, patterns, or symbolic devices, used as a national or state 
symbol.” Although there was not any inscription to help in recognizing these 
groups’ identity, the offerings and animals they brought to be offered the 
king, their garments, hats, hairdresses, beards were the clue elements 
showing who is who as the Figure 14 illustrates.  
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Fig. 14. Median, Elamite, Parthian, Arien, Bactrian and Sagartian delegates (Briant, 1988: 190) 
 
Alongside the greatness of the king who brought the empire together again, 
the idea of universality is emphasized in every occasion. 
 
A third message read from the reliefs is order, that the king, Darius, is proud 
of reestablishing the Achaemenid empire  as it is told in every occasion in the 
inscriptions, and illustrated visually in the Apadana reliefs as well.(Briant 
1988, 2). To declare that he reunited the territory and reestablished the 
order Darius wrote: 
 
 49 
I am one who loves righteousness and hates iniquity... It is not my will that the 
strong should oppress the weak... God’s plan for the earth is not turmoil but 
peace, prosperity and good government (Best Iran Travel.com).  
 
Darius shows one way to achieve peace and prosperity, that is good 
government: his government putting an end to turmoil. He shows up his 
character with sharp words, “love” and “hate”. The weak would not be 
opressed by the strong any more because order was bestowed. Maybe this 
inscription is the explanation why the Achaemenids, under the rule of Darius, 
commissioned the relief decoration surrounding the Apadana palace 
complex, where all nations of the empire are shown in a peaceful and 
friendly manner, opposing the Mesopotamian tradition of depicting war 
scenes. 
 
The socio-economical order was reflected with the delegations waiting 
silently to enter the presence of the sovereign. The gifts carried by different 
nations were the show of wealth gathered through a well-organized 
administrative system obviously. All of them were bringing the goods 
produced in their own territories, which especially prospered under the 
Achaemenid rule. Therefore, the order of the tribute procession and rich 
offerings connote the organizational success of the empire. Secondly, 
following the delegates, there were armed guardsmen depicted in all three 
rows, in a perfect order that sometimes described as “boring”: 
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The monotonously repetitive figures and scenes of the great stairways tell no story 
save that of tributary wealth and the regimented grandeur of the imperial court. 
The endless and rather tiresome processions have the quality of sub-architectural 
ornaments....It is no chance that those mournful, immobile processions of 
laboriously chiselled and polished soldiers and sycophants beside the stairways of 
the palace have about them a semblance of the pageantry of death (Root 1990, 
121). 
 
However, while observing the relief, Sir Mortimer Wheeler—to whom the 
words above belong—must forgot that rather than aesthetic, imperial goals 
were considered more, to impose some ideologies wanted to be established 
by the patron. Representing the idea in form of art was a way to propagate 
the Achaemenid ideology: the greatness of the king, order, peace, harmony 
and wealth reached through the intelligence and ambition of Achaemenid 
rule.  
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4. ACHAEMENID ROYAL PROPAGANDA 
 
4.1. Analysis of Propagandistic Elements in The Apadana 
Reliefs 
 
When the Persian people became masters of the Near East with its age-old 
kingdoms, they did not only have to restore some order, peace and justice to a 
long-oppressed world. They also encountered the problem of assuming in a worthy 
manner the heritage of the “kings of the four rims of the world” and of creating a 
monumental art expressive of their new dignity and their special ethos (Nylander 
11). 
 
To establish the empire and to stabilize order within the conquered territory 
was not enough. Therefore, the Achaemenids would also create a new style 
of art which was to symbolize the power of the empire, which was totally 
planned and commissioned by the court in order to announce the new 
ideology of the new foundation. This new style would serve as a logo of a 
product, as a billboard to advertise this product, a visual symbol which would 
help the viewer to recognize the product.  
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Sut Jhally (5) equates art with advertising: 
 
Art presents by definition a ‘distortion’ or interpretation of reality with the aim of 
influencing an audience to think in a particular way—beyond functionality and 
practicality to abstraction. Advertising has the same goals, uses similar means and 
so should be evaluated by the same noble criteria as art.  
 
If we take the Achaemenid empire as a brand new product of one culture, 
containing symbolic and sacred dimensions, it should be homogenized in 
order to be recognized and absorbed by “the other”: subjugated groups, who 
are the target group of the message sent through the Apadana reliefs at the 
newly founded capital city of the Achaemenid Empire.  
 
What is attempted in the relief decoration, firstly, is to show the gratitude of 
the king, since the main point of focus is the central panel in which the king 
figure appearing in the center as the greatest figure in size among the 
others. The tributary groups approaching the king and his crown from either 
side both connote the respect of the people under his rule and lead the eye 
of the viewer directly to the central panel, to the main message of the relief, 
to the gratitude of the king (Root 1979, 153): 
 
In essence, these reliefs of the Great King, in full regalia and followed by smaller 
attendants, project a clear and simple statement of the monarch’s magnificance. 
They portray the ruler in his stately aspect of simply being the king, removed from 
any distracting temporal or narrative context (Root 1979, 286). 
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The second emphasized message is the order restored throughout the 
empire, thus, throughout the Near East, including Asia Minor. Figure 15 
illustrates the “Susian Guards” in three horizontal registers, each grasping a 
spear with both hands to serve as vertical divisions, at the same time 
separating them from each other and conveying their discipline (Root 1979, 
234).  
 
 
Fig. 15. Apadana, Achaemenid royal guardsmen (Roaf, 1990: 106) 
 
Also the 23 nations coming to pay their tax to the king are proof of the 
military and strategic success of the empire, illustrating its boundaries or 
people that Darius I, the founder of Persepolis, was always proud of as the 
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foundation tablets found in Persepolis, written in Old Persian, Elamite and 
Babylonian reads: 
 
Darius, the great king, king of kings, king of countries, son of Hystaspes, the 
Achaemenian. Says Darius the king: this is the kingdom which I hold, from the 
Scythians who are beyond Sogdiana to Ethiopia; from India to Sardis—(the 
kingdom) which to me Ahuramazda gave, the greatest of the gods. May 
Ahuramazda protect me and my royal house (Porada 796). 
 
Thirdly, the harmony and peace in the empire were intended to be conveyed 
by the Apadana reliefs. In addition to the royal guardsmen, the reliefs of 
Persian and Median noblemen represented on Wing A, in which the men 
make several friendly gestures to each other contrast with the reliefs on 
Wing B, where different nations were shown proceeding towards the king, 
conveying the harmonious atmosphere of the Achaemenid Empire (Root 
1979, 234, 235). As mentioned above, the process of becoming an empire 
was a difficult period and Darius I was always proud of reorganizing his 
territory and its inhabitants successfully (See page 30) (Root 1990, 119). The 
Apadana tribute relief represents Darius’s relation with several nations of the 
empire “as a collective unit”. Since this monument clearly was meant to 
“speak” to non-Persian cultures, it is obvious that their persuasion for 
collaboration in a peaceful manner was intended (Root 1979, 221). 
 
For Freud, a man can become “the hero, the king, the creator or the 
favourite he desired to be” (Levine 199) thanks to the realization of his 
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fantasy in his art work. In art works the real is distorted according to the 
dissatisfactions of the artist and the desired replaces it. Here the artist is the 
Achaemenid court. The territory of the Achaemenid empire and the kingship 
of Darius are real. We should note that Darius was responsible for the 
reunification of the empire. Therefore, there must have been problems of 
dissatisfaction on both the Achaemenid and subjugated people’s sides; the 
present realm had to be distorted to create the idealized Achaemenid empire 
through art as Margaret Cool Root (1979, 2) argues: 
 
The Persian kings waged brutal wars, exacted heavy taxes from reluctant subjects, 
and harbored fears of palace revolutions spawned by ambitious courtiers. But, for 
the imperial art with which they hoped to impress the world (and with which they 
themselves apparently wished to identify), we shall see that the Achaemenids 
commissioned the creation of a consistently idealized vision of kingship and 
empire—a vision which stressed images of piety, control, and harmonious order.   
 
Therefore, the particular art work, the Apadana reliefs turn out to be a 
communication instrument using the common language that can be 
understood by any age of any nation: art. The aim of the reliefs was also to 
propagate the newly founded empire. 
 
Propaganda is... the deliberate attempt by some individual or group to form, control 
or alter the attitudes of other groups by the use of instruments of communication, 
with the intention that in any given situation the reaction of these so influenced will 
be that desired by the propagandist (Underwood 1). 
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There are four basic elements of modern propaganda technique: repetition; 
simplicity; imagery; sentiment. 
 
Repetition: Owing to the infantile limitations of collective memory, a message 
must be continously propagated in order to take hold within the collective 
consciousness. 
Simplicity: The message must be designed in such a way that it appeals to or is 
quickly understood by the lowest common intellectual denominator of the 
collective. [...] The simple lie always conquers the complex truth. 
Imagery: The most powerful propaganda is embedded within appealing imagery. 
This imagery could be pictorial or descriptive. This is why movies and music are 
such potent forms of propaganda. 
Sentiment: The message must contain as little as detail as possible, and instead 
be designed in such a way that it appeals to some strong emotion or sentiment—
such as sex or sympathy.  
 
Repetition: “...repetition is the essence of Achaemenian art” claims Henri 
Frankfort (373). In the Apadana reliefs, three messages—the greatness of 
the king, the order he restored and peace throughout the empire—were 
repeated over and over, not just with the multitude of the figures taking part 
in the actual composition but also with the mirror images of the same scene 
depicted all over the Persepolis citadel (See Fig. 16): 
 
 Later buildings and reliefs copy the earlier ones, though scenes were repeated even 
on the same building. Thus, figures on opposite sides of a staircase or a doorway 
often show the same scene reversed; for example, the design on the east side of 
the Apadana follows the pattern on the north side, which was probably begun 
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earlier. But the direction of the figures was altered on the east side through a 
combination or reflection (exchanging left and right as in a mirror) and reversal 
(seing the figure from the other side) (Roaf, 110). 
 
 
Fig. 16. Central Panel, showing the depiction of the same scene in different parts of 
Apadana (Roaf, 1990: 111) 
 
Besides, repetition was not limited to the artworks decorating Persepolis, but 
similar scenes where the royal personage was promoted, were depicted in 
 58 
the provinces of the empire: Lydia, Phrygia, Egypt, etc as well as the big 
cities such as Susa and Pasargadae, by means of coins, stelae, sculptures 
and reliefs (Frankfort 363-373). The king was shown systematically as a 
handsome and courageous man because of his position: the king (Briant 
1996, 238).  
 
Simplicity: The theme chosen for the reliefs is simple enough to understand 
the message, since the tribute procession is a traditional Mesopotamian 
scene, and the target group—people of different nationalities under the 
Achaemenid rule, who were previously controlled by the Assyrians and 
Babylonians—were used to getting different versions of the same message. 
Margaret Cool Root (1979, 286) describes the simplicity of the scene where 
the king appears in state: 
 
In essence, these reliefs of the Great King, in full regalia and followed by smaller 
attendants, project a clear and simple statement of the monarch’s magnificance. 
They portray the ruler in his stately aspect of simply being the king, removed from 
any distracting temporal or narrative context. 
 
Imagery:  
 
Images are pictures and imaginative constructs which have a comprehensive effect 
and have to be considered globally, which show a high degree of complexity, [and] 
which remain stable and inflexible but can be influenced (Newman 355). 
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The message itself was totally composed of images that speak for the 
empire. In the first step, the Achaemenids composed a style of art special to 
their court, which may be called “branding”. In that way it would be 
“considered globally”, “remain stable and inflexible” like the swastica of Hitler 
(Newman 355). Figure 17, illustrating the relief carved on the short side of 
Alexander Sarcophagus (late 4th century B.C.) proves that the central panel 
of the Apadana was used as a royal Persian emblem by the Greek artist who 
was responsible for the decoration. The theme carved on the sarcophagus 
was the fight between the Greeks and the Persians and the interior of a 
Persian’s shield was painted with a very close copy of the central panel, 
showing an attendant before the Persian king, as an indication of the 
soldier’s Persian identity (Boardman 1994, 48).  
 
 
Fig. 17. Painting of the Central Panel of Apadana within a Persian soldier’s shield on 
Alexander Sarcophagus (Boardman, 1994: 48) 
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Sentiment:  
 
[...] Adolf Hitler stated that each form of propaganda has to be close to people and 
meet their emotional state. The less scientific the information in a statement is, 
and the more that emotions and feelings become weapons, the more success the 
statement will have (Newman 355). 
 
The Apadana reliefs were clearly intended to arouse an emotional response 
from the reader. The Achaemenid court was highly influenced by other 
cultures and especially by the Assyrians not only in terms of art, but also in 
diplomatic protocols: “In this context it is interesting to recall that the actual 
ceremonies of the Assyrian kings (which seem to have been quite faithfully 
reproduced in their art) were participated in by the not-too-distant ancestors 
of Cyrus and Darius. It is thus probable that the Assyrian way of organizing 
and enacting court ceremonies in actuality was familiar to the Achaemenids. 
It is even probable that the Achaemenids derived some of their own actual 
diplomatic protocol from Assyrian practice ...” (Root 1979, 264). However, 
the Assyrians conveyed some episodes from real events, including tribute 
processions in their depictions, with some expressions of diplomacy such as 
to kiss the feet, to touch the throat or to grasp the hem (Root 1979, 264). 
Whereas, the Achaemenids did not choose to show certain other things 
which might have been performed in their court as well, but rather, they 
selected a more peaceful and friendly image by showing their delegates and 
ushers hand by hand, with a deliberate distortion of actuality: 
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The internal imagery which characterizes the tribute procession relief at Persepolis 
departs radically from that found in Egyptian or Assyrian representations of the 
same theme. The first man in each tribute delegation is shown being led forward 
by the hand toward the figure of the enthroned king. By contrast, the leaders of 
Egyptian delegations generally are depicted on their knees, beseechingly, while 
leaders of delegations to the Assyrian king or hold their hands clenched at face 
level as a sign of submission (Root 1979, 267). 
 
In propagandist terminology this attitude is called as “shift of scene” 
determined as follows: 
 
Shift of Scene: With this technique, the propagandist replaces one “field of 
battle” with another. It is an attempt to take the spotlight off an unfavourable 
situation or condition by shifting it to another... (Propaganda Techniques.) 
 
In the Apadana reliefs, the submission of the subjugated nations to the 
Achaemenid Empire were shown in a happy manner, during the tribute 
procession, in contrast with earlier examples of the Near Eastern art where 
the king’s pride of his conquests were conveyed with battle scenes. 
 
With this relief, the Achaemenids give a message to their subject people that 
they will be supported by the empire, as long as they support it. Also, it 
would surely be surprising to see such a representation for people who were 
used to seeing procession scenes where their nations were enslaved (See 
Fig. 2, 3, 5).  
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4.2. The Propagandistic Attempts of Achaemenid Empire 
Compared To Other Empires’ 
 
Ideology and propaganda should be viewed as an organic unity and not in 
isolation. Ideology determines the content and type of propaganda, and 
propaganda gives ideology a concrete social mechanism for its reproduction on a 
mass scale and a means of functioning (Remington 71). 
 
So far the Apadana reliefs, which served as an instrument of propaganda 
was discussed; that made the Achaemenid imperial ideology concrete. In 
order to reconstruct the affects of the Apadana reliefs for their reproduction 
on a mass scale and means of functioning, they will be compared with the 
social art works created by other powers.   
 
As George Orwell believed “all art is to some extent propaganda,” in that era, 
6th century B.C., where people were mostly illiterate and in such a huge 
territory that was inhabited by nations speaking different languages, use of 
visual propaganda was the best way to overcome such obstacles as well as 
in the present era, 21st century A.D. (Evans 7).  
   
The Romans received propaganda in many ways, just as modern people do. Some 
means are almost entirely lost to us, such as the spectacles—processions and 
games, with their attendant emblems, music, uniforms, and costumes. We do not 
have most of the speeches that were made to the Senate, people, or army, nor of 
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course, do we have the recitations of written works. This propaganda is, 
necessarily, limited to the participants. [...] 
Building inscriptions reminded city dwellers of the patronage of the wealthy; statue 
bases commemorated heroes and sometimes the person who paid for the statue. 
Tituli, or plaques, were carried in triumphal processions and enumerated lands or 
peoples conquered and booty gained (Evans 4-5). 
 
Just like the Apadana reliefs and the inscriptions remaining from the period 
of Darius: procession organized by the Achaemenid empire, symbolising its 
glory is not lost to us thanks to the scene that was carved on the walls of the 
Apadana building with its every single detail, even with their attendant 
emblems, uniforms and costumes. Such procession scenes propagating 
imperial victory was also implied by Roman empire as Jane De Rose Evans 
(8-9) follows: 
 
Triumphal paintings were the essence of propaganda—they were meant to educate 
the public about the deeds of the victorious Roman army and especially its 
general—and they provided a nonverbal form of campaign news (without any of 
the setbacks) that was readily understandable by the common man. [...] the 
paintings certainly appealed to the pride that Roman citizens felt while pandering 
to the citizens’ fear of powerful foreign enemies. The implicit result was that the 
triumphator was aggrandized specifically for his virtus or military achievements. 
 
 
Beside aggrandizing the virtus or military achievements of the triumphator, 
these art works were sending different messages to different audiences. The 
Apadana reliefs were made outside, therefore whoever permitted to enter 
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the city gates of Persepolis would be able to see it and receive its messages. 
However, since the Achaemenid capital was either visited or lived by people 
of different ranks and ethnicities, the interpretation of the same message 
would differ. John Malcolm Russell (223) mentions the importance of the 
audience targetted by the message sent through the reliefs decorating the 
palace of the Assyrian king Sennacherib at Nineveh and its possible impacts 
as follows: 
 
It is characteristic of a message delivered via any medium of communication that 
we cannot begin fully to understand its intended meaning or meanings unless we 
can also determine to whom that message is addressed. This is because the basic 
elements of the medium—be they groups of words or arrangement of forms—that 
are combined to express the message are liable to carry different connotations for 
different receivers. This is particularly true for visual media, where the image itself 
is universally accessible, though its intended meaning may not be. Thus, to take a 
hypothetical example, an Assyrian relief that shows the king defeating inhabitants 
of the Zagros would mean quite different things to different viewers. For a 
tributary from the Zagros visiting the capital, such an image would serve as a 
warning to keep up payments and not interfere in the affairs of Assyria. For an 
Assyrian official from the provincial capital of Arrapha, at the foot of the Zagros, 
the message would be one of reassurance that foreign neighbors are under control 
and that the borders are secure. And for a functionary stationed at the royal court 
in Nineveh itself, the image would serve as an affirmation of the magnitude and 
extent of the power of Assyria and particularly of its head, the king. 
 
The Apadana reliefs do not depict the defeat of enemies, in contrast the 
“enemy” was not shown as enemy, rather subjugated nations were shown as 
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guests in a peaceful manner. Therefore, Achaemenids send messages of 
brotherhood and equality instead of threat to the populations under their 
domination following their primary message, the magnitude of the king.   
A tributary, it does not matter where his homeland was, would consider his 
nation as a vital post forming a part of the Achaemenid empire. An 
Achaemenid official on the other hand, would think that the territories are 
secure, even more secure than he thought. And for a courtier employed in 
Persepolis, the reliefs would mean the extensive territories under 
Achaemenid power, as well as the peaceful nature of that rule. 
 
Achaemenid kings wanted to convey the universality of the empire rather 
than to convey their military success over the subject people, in contrast with 
their Near Eastern and Egyptian predecessors, by showing different nations 
under their rule hand in hand, on the walls of their monument at Persepolis. 
In this aspect, the Apadana reliefs appear to have several similarities with 
Benetton ads. 
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4.3. Benetton Ads and The Apadana Reliefs 
 
Populations of the modern world we consider the implications in several 
advertising and political propaganda campaigns as the inventions of the 
present era. In this chapter the similarities between the Apadana reliefs and 
Benetton ads will be discussed in order to show that many techniques 
affecting the human psychology which would make the audience take a 
desired course of action. Although Benetton is a company aiming to sell 
products and the Achaemenid empire was a newly founded state targetting 
to propagate the imperial ideology to the lands under control. 
 
Benetton ads were made in order to market a product—clothing, whereas 
Apadana reliefs were made to market the ideology of the Achaemenid 
Empire. In common, both aim at public persuasion.  
 
Persuasion is defined by Charles U. Larson as follows: 
 
Persuasion is the co-creation of a state of identification or alignment between a 
source and a receiver that results from the use of symbols. [...] You have been 
aligned with or identified by a certain set of values and a specific lifestyle. In this 
definition, the focus of persuasion is not on the source, the message, or the 
receiver, but on all of them equally. They all cooperate to make a persuasive 
process. The idea of co-creation means that what is inside the receiver is just as 
important as the source’s intent or the message’s content.  
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In both Benetton ads and Apadana reliefs the variety of receivers were 
immediately identified by their different races. Black, white, red and yellow-
skinned youths were shown happily embracing each other against a blank  
background in Benetton ads. Sally Price (24-25) discusses the Brotherhood 
ideology implied in Benetton ads as follows: 
 
The enlistment of the Brotherhood ideology for commercial purposes has been 
carried on most recently in “The United Colors of Benetton,” a visually enhanced 
pun between the many-colored Italian clothes being promoted and the many-
colored people featured in the ad; here again the fact that the models were 
children (though the bulk of Benetton clothes seem to be made for adults) is not a 
random choice. In all of these versions, whether they are aimed at raising money 
for the starving or for the well-fed, there is a definite suggestion of philanthropy. 
 
As with the Benetton ads, the same philanthropy was used in the Apadana 
reliefs: the delegates of different regions were depicted in front of a plain 
background while talking, making various gestures to each other, including 
physical contact and eye-contact, which has a key role in communication and 
negotiation (Usunier 368). The technique followed by Benetton ads in order 
to sell its products and by the Achaemenids, to propagate their empire is 
non-verbal communication and tactility between different races (See Fig 18 
and 19). For Jean-Claude Usunier (368) non-verbal communication is very 
effective especially in cross-cultural marketing where language based 
communication would certainly fail. Through body language, the people 
taking part in the advertising and in the reliefs were identified secondarily 
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with their attitudes that connote “they love each other, despite their 
differences.”  
 
Fig. 18. Apadana, courtiers alternately dressed in Median and Persian garments (Frankfort, 
1970: 371) 
 
 
Fig. 19. Benetton ad, giving the message of brotherhood (Benetton Calender of 2002) 
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The Apadana reliefs, whose aim was to propagate the greatness of the name 
“Achaemenid” by bringing all those nations together in peace was the 
creation of a state, which had power over these people. Although Benetton 
was a company, it is treated as a state in the ads and its logo: “United Colors 
of Benetton.” Here the word “colors” has two different meanings: the first is 
colors which are “wavelengths of light reflected by objects; a set of waves of 
different frequencies produces a colour spectrum (Usunier 255), such as red, 
yellow, blue. This is what is denoted by “colors” as the motto of a clothing 
company that produces jumpers, skirts, jeans, swimwears etc, of different 
colours. On the other hand when the logo, “United Colors of Benetton” is 
taken with the ads, it connotes different colors of skin: different races. Like 
“United States of America,” Benetton is shown as a state, rather than a firm 
whose aim is to earn money. Eldorado agency’s (that created Benetton’s 
multi-racial ads with the photographer Oliviero Toscani) director Bruno Suter 
declared that: 
 
Nothing is more like a fashion photograph than another fashion photograph. You 
show some lovely looking models and that is it. With Benetton, we started out with 
the notion of color. By definition, Benetton means colors. So, to convey this idea of 
colors, we showed a group, made up of people with different colored skin. It was 
fantastic, so exhilarating to show the products in such a new and simple way 
(United Colors of Benetton, Advertising History). 
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Propaganda is supposed to be didactive, whereas ads are not, except giving 
the necessary information about the product and its use (Newman 728).  
However, some Benetton ads are the images of global politics opened to 
discussion where the commodity fetishism is put aside. Figure 20 illustrates 
the company’s ideology, that all races are equal, where three identical 
human hearts were labelled with stickers identifying the ethnicities of each: 
“white, black, yellow.” The advertising campaigns of Benetton draw public 
attention to universal issues like racial integration, the protection of the 
environment, Aids etc. Luciano Benetton explains the company’s aim through 
preparing such ads: 
 
The purpose of advertising is not to sell more. It is to do with institutional publicity, 
whose aim is to communicate the company’s values (...) We need to convey a 
single strong image, which can be shared anywhere in the world. 
Oliviero Toscani pursues this: I am not here to sell pullovers, but to promote an 
image... 
 
Fig. 20. Benetton ad showing three human hearts labeled as “White-Black-Yellow” (United 
Colors Divided Opinions. May 17, 2002) 
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Another striking example of Benetton advertising policy, was released in 
1987—that is during the conflict between Israel and Palestine—featuring an 
Arab and a Jew (See Fig. 21) were shown embracing each other with a globe 
between them. This advertisement caused a scandal throughout the world. 
But 6 years later, on September 13th, 1993, another version of this image 
was printed on the front page of news worldwide, illustrating Arafat and 
Rabin shaking hands on the South Lawn of White House, standing on either 
side of the global symbolism of President Clinton of the U.S. (Amad 1). 
Therefore, Benetton ads appear to be a functional tool, whether predicting 
the future or making an impact on the future. 
 
 
Fig. 21. Benetton ad showing the Israeli and Arab (United Colors Divided Opinions. May 17, 2002) 
 
The Benetton ad is communication, not advertising. Communication is that which is 
immaterial, advertising was that which hawked materiality (if it ever effectively did 
this). This evolution recognises a radical change in the landscape of consumption. 
The design of the immaterial [ie communication] can no longer be interpreted 
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materially [ie annexed to the profit imperative]. As one commentator has put it 
“we have reached a stage of de-evilising commodity fetishism.” (Amad 2) 
 
Similarly,  the Apadana reliefs aim to communicate with their audience: 
subjugated nations, trying to persuade them that the wars are over and 
everybody should love each other. As Pierre Briant (1996, 189) mentions, 
neither the lists nor the representations of the people “voluntarily” 
participating in the tribute procession do not constitute a realistic image of 
the imperial space. Darius and his successors were not archivists or 
historians either. The inscriptions which accompany the reliefs rather show 
that he wanted to transmit a message of the “nature politico-idéologique” to 
his contemporaries.  
 
Like the Arab/Jew ad of Benetton which realized a global wish through a 
theatrical picture, the Apadana reliefs realized the wish of Achaemenid 
royalty and its subjects who sought for order and peace. The empire lived 
approximately 200 years more after the construction of this monument: who 
knows whether it had an impact on the future of its empire or not. Still, after 
some 2500 years, we are charmed by the Apadana reliefs whose composition 
differing from their Near Eastern predecessors and by Achaemenid simulation 
that we are trying to reveal its mysteries. 
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5. SIMULACRA 
 
 
Unlike their Near Eastern predecessors, the Achaemenids depicted a different 
scene, a peaceful tributary scene where nobody is depicted as dead. Also, 
despite the fact that they were coming from a nomadic life, they have 
founded the city of Persepolis that was used just for ceremonial purposes.  
 
In this chapter the reasons of the distortion of reality will be discussed, since 
the foundation of Persepolis and the Apadana reliefs are thought to serve for 
the masking of the reality, that there were wars going on throughout the 
empire, even though the depictions were showing happy men embracing 
each other. 
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5.1. Simulacra Created Through The Apadana Reliefs 
 
 
 
Abstraction today is no longer that of the map, the double, the mirror or the 
concept. Simulation is no longer that of a territory, a referential being or a 
substance. It is the generation by models of a real without origin or reality: a  
hyperreal. The territory no longer precedes the map, nor survives it. Henceforth, it 
is the map that precedes the territory—PRECESSION OF SIMULACRA—it is the map 
that engenders the territory and if we were to revive the fable today, it would be 
the territory whose shreds are slowly rotting across the map. It is the real, and not 
the map, whose vestiges subsist here and there, in the deserts which are no longer 
those of the Empire, but our own (Baudrillard 1994, 2) 
 
Jean Baudrillard defines the map as the attempt to make the simulacra, to 
make the empire’s territory real. But the map always remains the same 
whatever happens to the empire, even if it perishes, map would show the 
same territory. 
 
The procession scene depicted on the walls of Apadana was aimed to 
represent the territory of the Achaemenid Empire, thus it was a kind of map. 
Delegates of 23 nations under control were shown with different attributes 
special to their regions—garments, goods, animals—and they were separated 
from each other with tree motives. In a way, each nation depicted between 
two tree motives, headed by an usher—alternatingly dressed in Persian or 
Median costume—was standing there as the flag of one nation’s territory, as 
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a fragment of Achaemenid Empire’s territory. As a whole, the overall 
representation carved on the Wing B of Apadana was meant to be the map 
of the empire through personification of the specific lands (Root 1979, 160).  
 
Darius I, himself declares in the inscription carved on his tomb, 
accompanying a representation similar to Apadana reliefs, where each nation 
was indicated with their special attributes in order to invoke the idea of a 
map of the Achaemenid Empire: 
 
Look at the sculptures (of those) who bear the throne (the subject people), then 
shalt thou know, then shall it become known to thee: the spear of a Persian man 
has gone forth far; then shall it become known to thee: a Persian man has 
delivered battle far indeed from Persia (Calmeyer 17). 
 
Like Baudrillard’s expression, King Darius abstracted the greatness of his 
rule, territory, through this kind of representation signifying every corner of 
the empire. In addition to the relief, he declares that his relief serves as a 
map to be looked at, to see how many countries were held by him, by the 
Achaemenid Empire. 
 
Although all delegates were different from each other, standing there as the 
flags of their lands, all were shown as the pieces forming the territory of the 
Achaemenid Empire: the imperialistic ideology.  
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The empire’s foundation process was discussed in the first chapter. 
Achaemenids conquered territory mostly through harsh battles. This relief 
was done around 515 B.C., under the rule of Darius I, that is quite after the 
foundation of the Achaemenid Empire. Local that had to be solved by Darius 
I, who always declared his pride of reorganizing the order throughout the 
empire with the actual borders he inherited from his ancestor, Cyrus the 
Great, the founder of the empire.  
 
Of course, during and after the reign of Darius conflicts did not end, wars 
were still taking place, both because of the expansionist ideology of 
Achaemenid kings and because of the revolts by subjugated groups: 
 
As soon as Cyrus died there came an end to peace and prosperity, his children 
started to fight each other and the conquered nations tried to revolt: panta d’epi to 
cheiron etrepeto. Problems with the succession and troubles soon after the death 
of Cyrus are well known from other sources (than Cyropedia VIII vii 2) […] Revolts 
and problematic successions are to be expected in an empire that has only recently 
been formed; former interest groups, former social and cultural units have not yet 
merged into a larger whole and consequently tend to cause friction at opportune 
moments, such as death of a monarch (Sancisi-Weerdenburg 1987, 122). 
 
 
As Heleen Sancisi-Weerdenburg mentions, battles and revolts were going on, 
and would go on. However, the image of the empire we see on the Apadana 
reliefs does not remember the truth; that the empire was founded partially 
by military power (See Fig. 22).  
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Fig. 22. Apadana, courtiers, detail showing the harmony in the empire (Root, 1979, plate XXI) 
 
Unlike its Mesopotamian and Egyptian predecessors who continued to warn 
their enemies in their art depicting war scenes, the Achaemenid court, 
rather, chose a ceremonial scene where everybody, including both the 
subjugated people and the court staff, was shown happily, in a great 
harmony. The occasion of this ceremony is a tax payment annually 
organized, where the participants were deliberately shown as “volunteers” 
despite the fact that they were not, since it was an obligation: 
 
...we cannot ignore the dark shadows that developed even in Darius’ day—
shadows that grew deeper the longer the empire existed. Without any doubt, the 
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Persian concept of the sovereign and his relation to his subjects was quite 
incompatible with the western, and in particular, with the Greek ideal of freedom. 
For the Great King, all his subjects, irrespective of station or origin, were in the 
final analysis his slaves; and it is certainly not by chance that not a single one of 
the aides of Darius stands out clearly in the Persian tradition (Root 1991, 2) 
 
However, the Achaemenid court preferred to perceive and convey the 
conquest of other nations as “freeing” them from injustice in their art works. 
As Darius mentioned in his text written on partially preserved tablets found in 
Susa: 
 
Saith Darius the King: Much which was ill-done, that I made good. Provinces were 
in commotion; one man was smiting the other. The following I brought about by 
the favor of Ahuramazda, that the one does not smite the other at all, each one is 
in his place. My law—of that they feel fear, so that the stronger does not smite nor 
destroy the weak (Root 1990, 119). 
 
The order was restored by the Achaemenids. However, in order to restore 
the order, that is to found the empire they themselves caused a disorder 
throughout the Near East. To disable the ones who were smiting the weak, 
they smote the smiters, where they became the “smiter” and the actual 
smiters they talk about became the “weak.”  
 
For Baudrillard, simulation neutralizes political reality, political contradictions, 
where one gets alienated, mystified: “We are in a universe of simulation...it 
is the smile of Reagan—it can also be the cancer of Reagan! Because the 
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cancer of Reagan is as simulated, in the theoretical sense of the term, as the 
smile of Reagan. It’s the same thing.” (Williamson 309). Darius does not 
smile on his throne placed right in the center of Apadana, but he tries to 
neutralize the reality of he did smite the relatives of those people 
participating “happily” to his ceremony, both depicting and declaring his 
justice by showing his population with the other nations (Persian and Median 
ushers holding the hand of the first delegate of each nation): 
 
Neither to the weak nor to the powerful did I do wrong. The man who cooperated 
with my house, him I rewarded well; whose did injury, him I punished well (Root 
1991, 5)  
 
Through their art Achaemenids simulated their imperialistic vision both to 
their subjects and to themselves: “This is not to say that the attitudes so 
reflected necessarily mirror objective historical reality. But there is another 
realm of history which does find reflection here even if it diverges from 
objective fact: this is the realm of subjective historical self-perception. Lying 
somewhere between verism and fantasy, the image of the patron and his 
empire which he presented in his commissioned art must reflect the image of 
kingship which he himself wished to be surrounded by and to identify with, 
as well as the image with which he wished to be identified by others.” (Root 
1979, 1). 
 
Like Baudrillard’s definition of simulation, the Achaemenid way of 
representing the imperial atmosphere “threatens the difference between the 
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‘true’ and the ‘false,’ the ‘real’ and the ‘imaginary.’ “Whoever fakes an illness 
can simply stay in bed and make everyone believe he is ill. Whoever 
simulates an illness produces in himself some of the symptoms” (Baudrillard 
3): Achaemenids, staying in bed, produced the symptom, that is their art, 
which was certainly produced to make everyone believe that their king is 
magnificent, that the order is established among the subject people’s lands 
and they love each other, since they are governed in peace.  
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 81 
 
5.2. Simulacra Created by The Foundation of Persepolis 
 
Not just the representation of the admired empire on the walls of the so-
called building Apadana was the simulacra, but the building project of the 
city of Persepolis in whole was itself the simulacra itself. Persepolis was built 
in the middle of a desert to carry some ceremonial and administrative 
edifices serving as a theatrical stage with its huge artificial platform of 15.25 
meters high from the ground level (Root 1990, 116) (See Fig. 23). This 
heightening of the city was deliberately made in order to create an artificial 
oasis which would dominate its environment in the eyes of its visitors, and 
would attract them as bugs coming to a source of light. In a way it 
resembles the concept of Disneyland as Baudrillard (12, 13) argues: 
 
...Disneyland exists in order to hide that it is the “real” country, all of “real” 
America that is Disneyland (a bit like prisons are there to hide that it is the social in 
its entirely, in its banal omnipresence, that is carceral). Disneyland is presented as 
imaginary in order to make us believe that the rest is real, whereas all of Los 
Angeles and the America that surrounds it are no longer real, but belong to the 
hyperreal order and to the order of simulation. It is no longer a question of false 
representation of reality (ideology) but of concealing the fact that the real is no 
longer real, and thus of saving the reality principle.   
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Fig. 23. Aerial view of Persepolis (Girshman, 1964: 147) 
 
As soon as one passes to the other side of the fortresses surrounding 
Persepolis, he finds him in a world totally created to reflect the imperial 
power and prosperity. There were very different ways of life throughout the 
huge Achaemenid territory because of the multiplicity of ethnicities and social 
classes. Whatever their nation or ranking, the visitors coming to Persepolis 
were targeted by the planners of this massive architecture, to be impressed 
and admired, like Disneyland’s: 
 
As far as tourists are concerned, most of those details are irrelevant. In fact, the 
area is meticulously designed to eliminate curiosity about backstage labor. Except 
for access roads in and out, movement is strictly by Disney transportation. Walking 
among attractions, while not prohibited, is about as appealing as walking the 
shoulder of a highway. Most of the backstage is carefully concealed; what is visible 
is usually impossible to reach. […] 
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Yet what goes on behind-the-scenes has more to do with the park experience than 
most patrons realize. The loops of Disney’s self-government, where complexities 
mask the real transaction of power, find eerie parallels inside the parks, where the 
company manufactures everything from employee emotions to historical legend. 
The raw materials of the Magic Kingdom are not just earth, concrete, and paint but 
people and ideas as well (Shenk 4).  
 
Therefore it is quite similar to Persepolis’s architecture leading one to the 
spots which were thought to be seen by the visitor. The striking example is 
the steps of the stairway leading to the throne room, which were broad and 
shallow, made in order to be sure that the receiver gets the message sent by 
the reliefs, passing by slowly, while advancing towards the king. Margaret 
Cool Root (1990, 116) explains it as follows: “It (Achaemenid architecture) 
evokes the old mentality of seeing everything Achaemenid, including the 
barbarian parvenu’s attempt to translate nomadic encampments into stone.” 
The Magic Kingdom’s backstage is hidden intelligently in order not to break 
its “magic,” likewise, Persepolis’s stairs and corridors were designed to 
manipulate the movement of the visitors through the intended buildings. 
Also, as America’s historical past is translated into a caricaturized 
architecture, Achaemenids built this huge city where the elements of their 
nomadic past was included, this time made out of stone rather than textile.  
 
Persepolis was built for special purposes, as Margaret Cool Root (1990, 115) 
calls it, “the ceremonial capital city”. Persepolis was truly planned to 
represent the empire’s spirit as a whole: 
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Unlike other Achaemenid capitals used extensively by Darius and his successors 
(Susa, Babylon, Ecbatana), Persepolis was a new creation. Through its very being 
and essence, Persepolis was surely meant to epitomize the nature of the empire 
and to symbolize the magnetic force of imperial centeredness (Root 1990, 116) 
 
Persepolis, as the city, and the art works carved on its walls intended to 
show the empire as if it just consisted of Persepolis, as if every corner of the 
empire were like Persepolis, were indeed within the borders of Persepolis. 
And the Apadana reliefs show all nations, whether they were living in tents 
or small huts, as they were all used to living the life of the Achaemenid 
Palace for centuries.  We consider this especially when we analyse the 
gestures of Median and Persian courtiers depicted on the Wing A of 
Apadana, which intended to hide the problems of court life, to convey a 
totally perfected way of acting to please the viewer. The same idea was 
applied by Disney’s governors: 
 
Consider Disney’s management of its employees’ demeanor. Not only does Disney 
have strict rules about how employees look—no jewelry, no long hair for men—but 
it regulates how they act, too. In The Managed Heart, sociologist Arlie Russell 
Hochschild introduces the idea of “emotional labor” to describe the work required 
of many service employees to produce the moods, facial expressions, and body 
language that their employers require (Shenk 4). 
 
The officials, at least their depictions on the Wing A, although they were not 
in charge of entertaining the visitors like the characters at Disneyland—
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Goofy, Tigger or Mickey—were responsible for showing the imperial mood. 
Here, these people appear to be emotional laborers rather than “slaves” 
working for the king. Also the ushers who hold the hand of the first person of 
each nation retaliate the same mood among the delegates.    
 
Like Disneyland’s having different parts symbolizing the regions of America, 
Persepolis was built of materials brought from all over the empire, put 
together by craftsmen of different nationalities. Baudrillard (12) defines 
Disneyland as a place where orders of simulacra were all entangled as 
follows: 
 
It (Disneyland) is first of all a play of illusions and phantasms: the Pirates, the 
Frontier, the Future World, etc. This imaginary world is supposed to ensure the 
success of the operation. But attracts the crowds the most is without a doubt the 
social microcosm, the religious, miniaturized pleasure of real America, of its 
constraints and joys.  
 
The authenticity implied in Disneyland, the miniaturization of America,  was 
tried to be implied by the Apadana reliefs as well. The representations of 23 
different nationalities with their special attributes stand for the idea of the 
Wild West, the Pirates, the Frontier in Disneyland, signifying several spots of 
the state. In addition to that, in the construction and masonry of Persepolis 
the same idea was adopted: “Perhaps the massive irregular stones, perfectly 
bonded without mortar, expressed the idea of smoothly joined geopolitical 
parts of the great empire—each different, yet made to work in unison—fitted 
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into a harmonious whole in support of the king and his city. It is thought-
provoking to see this great surface as a symbolic mapping of the 
Achaemenid hegemony in its variegated geographical aspect. This notion 
allows us to imagine the structure as a conceptual stage for the entire 
environmental display at Persepolis—a massive mapped description of neatly 
locked-in world parts embracing the bedrock core of the glorious capital of 
Persia.” (Root 1990, 119). 
 
The worldview of the Achaemenid Empire was projected by the style of 
masonry used to erect Persepolis. Darius I, the founder of Persepolis, 
reassembled the empire from a chaotic dispersion and made whole again, 
after Cyrus the Great, the founder of the Achaemenid Empire (Root 1990, 
119). Besides the masonry style deliberately chosen to convey the idea of 
different regions coming together to compose the whole, the materials used 
and the workmen who worked during the construction of Persepolis implie 
the same idea as well. Disneyland is the imaginary America, whereas 
Persepolis was the imaginary Achaemenid Empire with its reliefs, with its 
masonry and with its building materials as well as craftsmen of different 
nationalities. Here is Darius’s words told for the construction of the palace at 
Susa, one of the important Achaemenid cities, containing detailed 
references: 
 
And the beams which (were) of cedar, these were brought from a mountain whose 
name (is) Lebanon, from there. The people who (were) Assyrians (Syrians) 
transported them to Babylonia, and from Babylonia the Carians and Ionians 
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transported them to Susa. And the yakâ-timber was brought from Gandhara and 
also from Carmania. And the gold was brought from Sardes and Bactria, that was 
wrought here. And the precious stones which (were) lapis lazuli and also carnelian, 
which were wrought here, they were brought from Sogdiana. And the precious 
stones which (were) turquoise, those were brought from Chorasmia, which were 
wrought here. And the silver and the ebony were brought from Egypt. And the 
decorative elements with which the Terrace was ornamented, those were brought 
from Ionia. And the ivory, which was wrought here, that was brought from 
Ethiopia and India and Arachosia. And the stone columns, which were worked 
here, from a town by the name of Apiratush, from over here, in Elam, they were 
brought (Porada 808).  
 
After listing almost all regions under the Achaemenid rule, from whose lands’ 
raw materials forming the palace were brought, Darius lists the nationalities 
of worksmen: 
 
The craftsmen who worked the stone, those (were) Ionians and Sardians. And the 
goldsmiths who worked that gold, those (were) Medes and Egyptians. And the 
men wrought the wood, those (were) Sardians and Egyptians. And the men who 
wrought the baked brick, those (were) Babylonians. And the men who decorated 
the Terrace, those (were) Medes and Egyptians (Porada 808). 
 
In that way, Darius was restoring a visible order, explaining who did what, 
tracing their roots to the four corners of the empire: both the lands and the 
inhabitants of those lands were responsible for the creation of the simulacra, 
not just the court who made them all to work. The structure itself and the 
words of Darius were museumifying the work done at the city and its use 
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everytime it was visited for certain purposes by the subjects, to preserve 
their collaboration in order to create a common past artificially with the 
cultures who were previously their enemies.  
 
We require a visible past, a visible continuum, a visible myth of origin, which 
reassures us about our end. Because finally we have never believed in them. 
Whence this historic scene of reception of the mummy (Ramses II) at the Orly 
airport. Why? Because Ramses was a great despotic and military figure? Certainly. 
But mostly because our culture dreams, behind this defunct power that it tries to 
annex, of an order that would have had nothing to do with it, and it dreams of it 
because it exterminated it by exhuming it as its own past (Baudrillard 10). 
 
Not just using them, their materials, their material culture including 
architectural and decorative elements, using the subject people’s 
representations to show up, the Achaemenid rule implies the same ideology 
which put Ramses’s mummy behind a glass in the Louvre Museum. The 
nations, their commodities were museumified in the Apadana reliefs so 
successfully that even we could recognize their identity. It is a simulacra 
aiming to efface everything and start over: an Achaemenid art was created 
which is totally special to itself, but composed of derivations from different 
forms of art. Achaemenid art and architecture connote collaboration of all 
subjects for power, without their presence as human force, intelligence and 
materials, neither the empire nor its abstraction could be possible. 
 
Power itself has long time produced nothing but the signs of its resemblance. And 
at the same time, another figure of power comes into play: that of a collective 
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demand for signs of power—a holy union that is reconstructed around its 
disappearance. The whole world adheres to it more or less in terror of the collapse 
of the political. And in the end the game of power becomes nothing but the critical 
obsession with power—obsession with its death, obsession with its survival, which 
increases as it disappears (Baudrillard 23).  
 
At the end, both in Achaemenid art and architecture, we see the obsession 
with power. The message sent by the reliefs not just carved on Apadana but 
all over the empire was the greatness of the king, achieved by showing the 
subject groups in submission and in harmony within the empire with each 
other. Although Cyrus, the founder of the Achaemenid Empire, and his 
successors had conquered the territory through military power however, as if 
this is not the case the voluntarily participation of the nations under rule was 
highly emphasized all over Persepolis as a part of imperial simulacra. 
 
Troughout the history and across the globe, architecture and urban planning 
appeared to be the signs of political situation. Rather than roofing 
administrative affairs, government buildings are erected to stand for the 
name of state (Vale 316). Although there are innumerable architectural 
examples which were made to simulate the reality by real empires, 
Disneyland is preferred to be compared to Persepolis because of its being the 
extreme example of simulacra, in order to show the exagerration of a “real” 
city founded by a real empire. Both Persepolis and Disneyland were founded 
with the aim of effacing the reality and to carry people on an idealized world 
that they can imagine in their dreams. However Disneyland was not the 
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creation of a ruling class, rather people pay money in order to travel through 
the simulacra, to deliberately get away from the real world. Whereas 
Persepolis was built for ceremonial purposes, totally aiming to impress its 
visitors with its prosperity and gigantic size, symbolizing Achaemenid imperial 
power.  
 
The aim of this chapter was to show that sometimes the “real” thought to be 
lived is in fact a part of simulacra created to carry “real” events that are as 
real as Disneyland’s.   
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6. THE NOTION of GAZE 
 
 
As Lacan argues, the gaze is a vital to reach the idealized “I” (Feldstein 134). 
It is also vital to create idealized subjects which would perceive the gazer as 
the “other” who is the one with power.  
 
The Achaemenids, must have discovered that observation plays an important 
role in the manipulation of masses in direction of their imperial rules and 
goals. In addition to their royal guardsmen watching and controlling the 
visitors, they also implied the royal watch through the eyes of the art works 
carved all around Persepolis, with their lamassus and the figures taking part 
in the Apadana giving different messages through their gaze.  
 
In this chapter, different gaze forms depicted in lamassus and the Apadana 
reliefs will be discussed in order to reveal the care given to the way in which 
the royal message was sent to the viewers.  
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6.1. The Gaze of Lamassus 
 
 
Huge carvings of human-headed winged bulls called lamassu—genii believed to 
ward off evil spirits—guarded each of the entrances, through which foreign 
ambassadors, vassals and petitioners were obliged to pass on their way to the 
throne room. [...] lamassu kept stony watch on entrances...Massively 
overpowering, yet carved with meticulous attention to detail—the curls of the 
beard, the feathers of the eagle wings and the muscles and veins of the legs—
they are impressive examples of architectural sculpture (Honour and Fleming 86) 
 
Lamassus (See Fig. 24), the winged human-headed bulls, over life-size, are 
known to be genii protecting the properties to whose gates’ they were 
placed. They were supposed to prevent the entry of evil spirits inside and 
they were Assyrian in origin (Frankfort 147-148).  
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Fig. 24. Assyrian Lamassu from Korshabad, c. 720 B.C. (Honour and J. Fleming, 1991: 87) 
 
 
As Achaemenids were highly influenced from administration and art of the 
Assyrians, the idea of lamassu was adopted in Persepolis as well (See Fig. 
25): 
 
After having reached the top of the stairs, the visitor would have entered the Gate 
of All Lands [...] Bulls confront the viewer at the external, western entrance of the 
gate, whereas on the other side, which faces toward the buildings on the Terrace, 
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there are gigantic human-headed bulls, doubtless meant as protectors of the 
Terrace (Porada 800). 
 
 
Fig. 25. Lamassus in the Gates of All Lands, Persepolis (Girshman, 1964: 155) 
 
Besides their having composite body parts bearing different features of 
different creatures—wings, powerful body of bulls, intelligence of man 
denoted by the human-head, and the horned hat as the attribute of godly 
presence—lamassus had beards whose meaning remained unknown; as it is 
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presumed, the beard appers in animals in order to indicate some 
supernatural forces (Frankfort 60).  
 
These guard figures are neither sculptures in the round, nor reliefs. They 
were square in shape to fit the gateway they were guarding: from the front 
they appear like sculpture in the round, whereas their side view is relief very 
low and flat.  Although these creatures were the direct copies of Assyrian 
ones, Achaemenid lamassus lack the fifth leg. In order to create the effect of 
being gazed on the guests, Assyrians carved an extra leg to be seen from the 
profile, as if the genii were walking. Their front view, on the other hand, 
gives the impression of silently standing giants. Therefore, despite the 
motionless depictions of Assyrian art, these reliefs evoking the feeling of 
being followed because of their fifth leg: 
 
Moreover, it is conceived as a self-contained world, from which no glance or 
gesture moves outward towards the spectator. All relations are limited to the plane 
in which the action unfolds itself. But the guardians of the gates are emphatically 
concerned with those who approach them. Even the bulls with bodies in profile 
turn their heads to scrutinize the visitor and to cast their spell over potential evil 
(Frankfort 154). 
 
Therefore, as Henri Frankfort mentions, lamassus were scrutinizing, 
watching, that is, gazing at the visitors and Jonathan Schroeder notes that: 
“to gaze implies more than to look at—it signifies a psychological relationship 
of power, in which the gazer is superior to the object of the gaze.” (Chandler 
1).  
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Lamassus, standing on the gate way, the Gates of All Lands, where 
everybody should pass through to reach the king, had psychological power 
on the visitors. The Achaemenids, most probably gazing at the visitors in 
every single corner with their royal guardsmen. This effect was doubled this 
with lamassus, who were gazing over as well.  
 
The gaze sees itself.... The gaze I encounter...is not a seen gaze, but a gaze 
imagined by me in the field of the other (De Bolla 66). 
 
Since the subjugated people were in the field of the other, the Achaemenids, 
the subjugated nations would certainly gaze at themselves, besides 
experiencing the gaze of these giant creatures who were receiving them, in a 
way welcoming the visitors standing right in front of the gates, emphasizing 
that they are the “other.”  
 
The word “Welcome” denotes the message of “the other”, that you are in the 
field of “the other.” You do not belong there, but you are welcomed as a 
guest who should be comforted. On the other hand, when the word 
“welcome” is articulated, it connotes a kind threat: “You are ‘the other’ watch 
your step, I will be watching you!” This message of threat grows stronger 
when it is received by people who really believed that statues made out of 
stone might have spirits in them—statues of divinities were bred, worn, 
offered some gifts etc. (Schwartz 677).  
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For Foucault, “...the pure community produced by exclusion and the 
disciplined city produced by unimpeded observation” (Ransom 54). Through 
the gaze therefore, the idealized individuals would be shaped by the state, 
without the use of punishments, and architecture should be designed in such 
a way enabling the observation: 
 
The very fact of being continously watched, combined with activities that must be 
performed because surveillance is unceasing, allows an alteration or bending of 
individuals according to a preconceived program (Ransom 50). 
 
Like Foucault’s idea of discipline, the Achaemenids gave emphasis on 
observation through their art, to be able to control the masses all coming 
from different lands and hence from different disciplines. Also departing from 
the peaceful nature of their art, the Achaemenids avoided punishment, at 
least giving the message of punishment in the Apadana reliefs, because, 
“Disciplines promised to organize, distribute, and individualize this growing 
mass as a way of reducing the threat that it posed” (Ransom 39). Unlike 
their predecessors, the Achaemenids convey the imperial image organized 
and individualized through the Apadana reliefs representation of different 
nations depicted in rows—rather than showing the chaos of a battlefield—
standing quitely with their special attributes individualizing them in the basis 
of their national identities (See Fig. 26).  
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Fig. 26. Apadana: Reconstruction of North stair façade (Root, 1979: Fig. 11) 
 
Both the Lamassus and the Apadana reliefs strengthen the idea of self-
discipline that would create a disciplined community at the end, with the 
gaze provided and the idealized image which forces the subjects to behave in 
the preconceived manner.  
 
In addition to Lamassus, the gaze notion was also implied in the Apadana 
reliefs, where the characters’ gaze to each other becomes important to send 
the message. 
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6.2. The Apadana Reliefs Analyzed With The Notion of 
Gaze 
 
In Persepolis, the gaze notion was not just implied with the presence of 
lamassus placed on The Gates of All Lands, but throughout the Apadana 
reliefs as well. The men depicted on the tribute scene gazes at different 
points in order to indicate both their rank in the empire and their attitudes 
towards each other. In this part, the gaze depicted on the Apadana reliefs 
will be discussed with different forms of gaze applied to photographic, filmic, 
televisiual texts and to figurative art listed by Daniel Chandler, who made a 
detailed analysis of forms of gaze in visual arts.  
 
There are several key forms of gaze that can be compared to those implied 
in the art works of Persepolis. The most commonly used “who is doing the 
looking” are as cited by Daniel Chandler (1): 
 
-the spectator’s gaze: the gaze of the viewer at an image of a person (or animal, 
or object) in the text; 
-the intra-diegetic gaze: the gaze of one depicted person at another (or at an 
animal or an object) within the world of the text (typically depicted in filmic and 
televisual media by a subjective ‘point-of-view shot’); 
-the direct [or extra-diegetic] address to the viewer: the gaze of a person (or 
quasi-human being) depicted in the text looking ‘out of the frame’ as if at the 
viewer, with associated gestures and postures. 
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-the look of the camera: the way that the camera itself appears to look at the 
people (or animals or objects) depicted; less metaphorically, the gaze of the fim-
maker or photographer. 
 
Firstly, when we analyse the spectator’s gaze, the spectator is us, whoever 
looks at the reliefs and lamassus at Persepolis. Actually we are the reasons 
why these art works were made. The care given to the art works was a 
result of the gaze expected otherwise, Achaemenids would not prefer such a 
complex way to convey their power and their ideology, which took their 
centuries to be completed.  
 
Secondly, both to show the point of view of the delegates on the Wing B and 
the courtiers on the Wing A the intra-diegetic gaze was highly used. Different 
nations depicted in three registers shown in rows, all look at the same 
direction, that is, at the central panel, where the king figure was depicted, as 
a show of obedience and respect against the king. Even the animals carried 
by the delegates look towards the king. 
 
The Persian and Median courtiers appearing on the Wing A, are a little bit 
different that, they also look at each other, besides the ones who directly 
look at the central panel as well. Therefore, on the Wing A, the officials were  
conveying their respect to each other, not just to the king, because their 
gaze is bipolar, that is they make eye-contact with each-other.  
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In addition to the figures of the Wing A and Wing B, there is the central 
panel, where the king himself also shown as gazing at his grand marshall 
who is doing the so-called “proskynesis,” courtly respect gesture, in front of 
his throne. The grand marshall looks at the king’s eyes as well, to show the 
king’ while listening to the words of his grand marshall, who was announcing 
the arrival of all the delegates (Girshman 205). 
 
Thirdly, there are two figures who were addressing the viewer, that is the 
direct gaze. The first one is the lion depicted as devouring a bull at the end 
of each wing (Root 1979, 88). We, the spectators, are gazed by the lion (See 
Fig. 27).  
 
 
Fig. 27. Apadana, lion devouring a bull (Girshman, 1964: 193) 
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The second figure is the lamassu whose primary function was to gaze rather 
than to decorate, in order to get rid of the evil spirits through his look. What 
is interesting here is that the only figures who gaze at the spectator directly 
are non-human. Although the empire, with its king and subjugated groups, 
can communicate among each other and the target group of the artistic 
programme were the nations under Achaemenid Empire, thus the ones who 
were depicted on the reliefs. Therefore, these beasts who turn out to be 
“superior to the object of the gaze” since they were the gazers, “the object” 
would certainly be the ones who do not obey the king’s rules, unlike the 
people who were shown in submission throughout the composition 
surrounding Apadana.  
 
The look of the camera, lastly, is the essence of Achaemenid art: if we take 
Achaemenid history and way of life as a film, the tribute procession is one of 
the instants lived. But what is important here, is the way how the events 
were conveyed: Assyrians, Egyptians or other Near Eastern predecessors 
“shoot” their battle scenes where different nations were enslaved with ropes 
wrapped around their neck, in order to depict the gratitude of their empire 
and to show how far their territory goes. In contrast, the Achaemenid 
camera recorded the events which would convey the structure and glory of 
the empire in an optimistic way, where the harmony of  the people under 
domination was shown in a happy occasion—at least happier than a war 
scene, shot in the middle of dead bodies.  
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Since “seeing is not an activity divorced from the rest of consciousness” 
(Burgin 228) while observing these reliefs, subjugated people would use their 
experiences and perceive them accordingly.  These populations were taught 
to decode battle scenes as a show of domination and the effect of the 
Apadana reliefs on the viewer is totally obscure to us. But it is for sure that it 
was elevating the role of different ethnicities within the Achaemenid empire.  
 
Voyeuristic dimensions given to the viewer by the Apadana reliefs enables 
him to get involved with interpersonal communication of different ranks with 
each other, taking part in the hierarchical order of the Achaemenid empire.   
Therefore, the depiction from the frozen moment in time, in the newly 
founded the Achaemenid capital city was a revolution in the Near Eastern art 
in terms of both “the look of the camera” and “the spectator’s gaze”. The 
former is the actual reason of the revolution, that it “shot” surprisingly, a 
positive treatment of the subjugated groups by the king. “The spectator’s 
gaze” on the other hand, that was targeted by the messages of the Apadana 
reliefs and other programmed art works in Persepolis, was the gaze of the 
nations under the Achaemenid rule who expected to see his nation enslaved. 
What they felt when they saw such a depiction was the impact of the 
revolution that is tried to be revealed through this thesis.   
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7. CONCLUSION 
 
Striving for a social identity is probably instinctive. Human beings have sought 
security handed around clan chieftains and kings, discovered prophets and united 
in new religions, battled with each other for domination or survival, and have 
distinguished themselves from others through emblems, language and custom 
(Touma 11). 
 
Whether the subjugated population was in submission for their having 
sought security or not under the Achaemenid rule, through the Apadana 
reliefs they were deliberately shown as the volunteer participants forming the 
rims of the empire. The new spirit that was infused to the Achaemenid art 
and architecture by the patronage of the king Darius I implies more than a 
palace decoration. The Apadana reliefs appears to be socially important 
because of its psychological functions rather than their aesthetic appeal as 
Hatcher (1985: 118) states: 
 
Art helps hold society together because of its psychological functions—essentially 
it acts as a safety valve, chanelling discontent, disruption, and excess energy. The 
meanings of the forms have to do with psychological tensions, anxieties and 
frustrations because of taboos, conflicts and other points of tension in the culture.   
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Achaemenid art’s being certainly planned  be kept in mind as well as the art’s 
itself being a medium of communication. “...to communicate is to 
manipulate, to produce an effect on someone” (Laplanche 223). Since the art 
works in Persepolis as a whole were tended to communicate with their 
visitors, with different subjugated nations under the Achaemenid rule, were 
certainly manipulating their behaviours in a preconceived way. 
 
The analyses concerning the art works made by the Achaemenid empire was 
done at the basis of the recoveries of modern propaganda and advertising 
techniques and modern psychology and sosiology although the art work 
discussed in this thesis—Persepolis and the Apadana reliefs—belong to a 
period 2500 years ago from the present.  
 
As a result of these analyses, it is considered that human psychology does 
not change much through time. In 6th century B.C. there was no 
consumerism, no mass production, no political parties that would lead 
populations to prepare campaigns aiming public persuasion. However, the 
comparisons between the “old” and “new” showed that persuasion through 
visual media played an important role throughout the human history until 
this time, as it will continue to play in the future as long as the human race 
continues. 
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